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Praise for Radical Rules 


“...your hook really should he 
called The World Domination Kit 
for Six-String Warriors!" 

— J.L.. voice, guitar songuriler 

“...it’s just like going to one of 
those professional music schools, 

hut without paving $6,000!" 

-J C , guitar 

W 1 

“...your hit chin' book holds you 
by the hand and shows the how's, 
where's, and why’s to chords, 

7 *r 

scales, modes, and soloing!" 

—C W , guitar 

“Mv search is finally over. 

%r‘ * 

...thanks for putting it together!" 

—R S , former G I T Mudent 


“...power like a set of brass 

knuckles!" 

—S H . songwriter 


“When 1 started vour book, I was 

■v 

a beginner. Now I'm playing in a 
hand... and makin' some extra 
bucks too! Thanks a hunch!" 

— R P,, bass 

“...smooth and creamy with 

punch!" 

-—B R , guitar 

“...high-powered magic!” 

L W.. guitar 
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LEVEL 

1 

The Basics 


Chapter l 
Chapter 2 
Chapter 3 
Chapter 4 
Chapter 5 
Chapter ft 


Tuning 
Major Scale 
Notation and TAB 
Triads 

Counting and Chord Charts 
Song Form 


LEVEL 



More Basil s 


Ch i pier 7 Soloing 

Chapter s Notation Values 

ciupiei» Traditional Chords 

chapter in More Traditional Chords 


LEVEL 


o 

Chapicr 11 


Chapter 1 2 

Harmony 



t Kapler \ ' 

LEVEL 

Chapter 14 

4 

L hiipier ! 3 
Chapter I ft 

Theory 

Chapter 17 


Chapter IK 

LEVEL 

Chapter l ( ) 

5 

Chapter 20 

Chapter 21 

Scales 

Chapter 22 

LEVEL 

( hjpter 7 * 

G 

Chapter 24 
Ch iprer 21 
Chapter 2u 

Sequences 

Chapter 27 


Harmonized Diatonic Triads 
Harmonized Diatonic Four Note Chords 


Diatonic Substitution 
Indian Rhythms 
Notes on the Guitar 
Key Signatures 
Circle of Fifths 
Reading Music 


Pentatonics 

Major Tonality Scales 

Minor Tonality Scales 

More Major and Minor Tonality Scales 


Practice 
1 - 2-1 + 2 - 1-2 
Octaves 
Groups g$ 
Intervals 




6 chapters. Includes how to use the Radical Rules system Traditional and alternate tuning & de-tuning, degrees, 
terminology, intervals, major scales, crank-off “lethal licks' and create “creamy chords'vr ith repeatable single-slang patterns . 
stalk the fretboard with blinding speed using the amazing " WMSP'single-string pattern, -s/art-up'suggestions for musicians, 
cool “raking", hi-tech trem-bar" scooping " and vertical triads Playing in lime", chord chart basics, 12 bar blues, song 
structure, how you can create bitchin’ world-class demos, joint-venturing with major record companies, copyrights, and more 

4 chapters. Discussed and described are soloing concepts, alternate picking, thumb & Unger relationships tor precision 
picking techniques clean to scream muting, soloing systems', and repeatable vertical & horizontal pattern combinations to 
soloing Rhythmic values, notation values, counting, dots, triplets and ties, time signatures chord construction, voicing, 1 -5-1-3 
Chords hybrid "power chords" and tricked-out "neutral chords’, diatonic 7th s, 'non-diatomc chords used by guys like Van 

HaienandVai and more 

2 Chapters. Topics Include how to become a songwriting mercenary from planet earth, harmonized diatonic triads, parent 
scale harmony, Roman numeral chord system, harmonized major scale, plus in-depth chordal construction. Liquidate your 
audience with soloing "inside"and “outside" the key center, inversions/harmonized inversions, harmonized 7th s, the “stnng 
transfer system" prevents you from playing in “locked' fretboard positions, 7th chord inversions, piano chord voicngs. and 

much more 


6 chapters. Some Chord families, add new iite to old tunes with diatonic substitution and ‘re-harmonization . hot & 
crispy soloing over - changes' , radically improve your “f/m/ng”with Indian rhythms, actual pitch versus transposed key 
signatures, parallel and relative keys circle of fifths and cycle of fourths rhythm charts and music reading, and more 


4 chapters. Ma|orand minor pentatonics. traditional patterns lor soloing, blues scales and patterns, major pentatonics and 
flat 3 combinations, one-of-a-kind double-hybrid sound with the new L A major and minor pentatonics lor weslcoast-style 
soloing, major and minor tonality scales with their inversions Fulf-blown modes, augmented scales, harmonized minor scales, 
harmonic minor (a favorite of Malmsteen & Paul Gilbert), melodic minor, doomy diminished scale tor the "mosh pit". Hungarian 
"gypsy" minor, oriental textures wilh the lust-inducing magic ot Japanese major/minor pentatonics. etc 

5 Chapters. How to development your practice schedule, letl-side/nghl-side-of-the-bram command center brain & body 
(unctions and how they affect your playing mental fitness how-why-when to practice for maximum results and vitamins for 
‘motor skill development" (essential tor all musicians!) 'Chop Shop" includes lethal-speed modular soloing sequences 
mtervalltc soloing sequences, groove-intensive phrasing with octave soloing sequences crowd-sudmg-style sweep p">mq 
achieve shred-heaven with “groups of 3s tS -4‘s for ultimate soloing fills and much more 


LEVEL 



Advanced 

Harmony 


*1 

Systems 


Chapter 2K Exotic Chords 

chapter 2 ‘J Harmonized Major Tonality Chords 

Chapter 30 Harmonized Minor Tonality Chords 

chapter 3 t More Harmonized Scales 

chapter 32 Nondiatomc Chords 

chapter 33 Open Chords 

chapter 34 Quartal Harmony 

Chapter 35 Traditional Pattern Soloing Systems 
t hupier i(i Formula Soloing Systems 
Chapter 37 Slash Chord Soloing Systems 
chapter is Single Pattern Soloing Systems 
chapter 34 Changes/Chord Tone Soloing Systems 
chapter 40 Triad Soloing Systems 


7 chapters. Covers extensions and alterations, “transparent chords' & how they "rule" in music, mercy-kill your friends & 
neighbors with bitchin' soloing & chord combinations utilizing * harmonized Ionian: harmonized Dorian". “harmonized 
Phrygian", etc Plus harmonized harmonic & melodic minor, major tool of musical expression are awesome Hat 3 & flat 7 
substitutions. V7sus4 chord, the focused & punchy Hendrix chord, sweet & bubbly open/close harmony, the new and fresh¬ 
sounding 11 quartal harmony"chordal system, and more 


6 Chapters. Shows Ihe exclusive “ soloing systema tised by the pros 5 traditional major scale patterns anu pentatonics, 
traditional blues scale patterns. “ modal secrets" including the connecting ot modern 3-nDte-per-str.ng patterns -formula" 
soloing systems, kilter chord categories and matching scale strategies for innovative soloing hot-rodded siasn 'chord and 
mode combinations, single pattern systems, locating "matching scales' tor soloing, breathy Topp/Tslash chords playing over 
changes ", chord tone soloing systems test the outer limits of tonal frontiers with the mad soloing system and more 
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Learning Without Speed Limits What 

J 1 would 

happen it you could master voitr instrument and your music 3 times 
faster? Ever thought about power-crushing those local guys and gals in 
less than a year with your music"’ Listen, everyone must cope with 
every day pressures You can either let the stress and pressure guide 
your life, or you can set your own schedule Why not reduce the time 
and dedication needed to reach your goals and dreams by 669c? 
Radical Rules™* pros ides the state-of-the-art in instrument technique 
and music theory, Designed to optimize the speed and quality of 
results when used properly, I am confident it will revolutionize modem 
musical instrument instruction and study 


technique of Radical Rules were immediately accepted by all students 
tegardless of music style, and their skills were advancing at the speed- 
of-light It just goes to show- , those who dan * n in! 

While it can also be used for bass and songwriting. Radical Rules is an 
overall approach to the guitar, focusing on die performance . the 
understanding, and the expression ol one's musical ideas All concepts 
arc modular and generic, and can immediately he plugged into all 
styles of music regardless ol your present level of musicianship You 11 
see the how's, where’s and why's to chords, scales and modes, and 
become a thinking musician rather than one who randomly cranks-off 
pre-learned patterns and shapes Personalized guitar technique, 
practice schedules and weekly homework assignments are all included 


Most guiiarists/soiigwrilcrs never get beyond basic folk chords, powci 
chords and minor pentatonic scales. But, this is not entirely the iaiiit ol 
the musician There’s just loo much information and technique to he 
absorbed -most methods, technique books, tapes and video’s 
intimidate ‘ would-be" players into using the same traditional voicings, 
the same traditional patterns, and the same traditional phrases. Whoa, 
it's nn wonder the vast majority of musicians sound the same! 

Don t misunderstand me 1 . It's always good to know what has gone on 
before us If it's your goal and dream to imitate other players. Radical 
Rules will get you there! But. il you really want to create an individual 
trademark style and signature sound you need individuality m your 
play ms By way of flexible insight, Radical Rules makes use ol your 
unique personality and prepares you tor world-class status 

Music School (yuk!) After deciding to 

* * ' really get into the 

uuilar, 1 found myself trapped in a world ol musical redundancy and 
confusion. Yeah, it was “real cool ’ learning all of those new systems, 
shapes, terms, techniques, styles, patterns, etc., etc,, etc But, each 
time I would perform, l always lound myself reluming to my favorite 
“pet" licks, patterns and comfort-zone. The newly discovered 
knowledge was having difficulties transferring from my control center 
(brain) and to my fingertips. It was really spooky! Here 1 was, a 
carbon-based life form (from plane! Earth), with gear lor maximum 
sonic impact, unable to squeeze the new into into my playing. Even 
while attending one of those high-tech guitar schools. 1 quickly 
discovered that the students were only brain-learning -they were just 
not able to transfer the freshly-1 earned knowledge to their fingertips 
So at the end of one year, most of the students left the school with 
loads of high-powered knowledge, but unable 10 perform with their 
instruments As you could imagine, lots ol dreams vvcie shuttered. 

Something was needed to . 

■ 1} Break-away from already pre-lcarned patterns u ithout 
relearning everything on the guitar from scratch 

■ 2j transfer new theory /harmony/guiur technique information 
from the control center (brain) and to the fingertips, 

■ 3) Do it fast! 

After 2-1/2 years of intense research, 1 developed the Radical Rules 
method of forcing those new concepts into my playing. This 
unprecedented, integrated system increases the results ot practice tune 
an incredible 300%! So you’ll be learning at a rate 3 times faster. 
Compared to a traditional 10 year program, it is now possible to be at 
the same level uf musicianship within I to 3 years With this in mind. I 
rearranged my students' curriculum and Beta-tested Radical Rules 
Wow, ihe results were tremendous! The rationale and generic 


One Iasi point Music is supposed to be fun! It is not designed to be a 
competitive sport Having fun with any topic will substantially reduce 
your learning curve So, include the Fun Factor in your daily playing 

The Maqic Formula Serious about 

Y. becoming a brain- 

dnlhng, lonsil-sltredding musician in less than a year? Wanna mercy- 
kill those local guys with ballistic-type guitar technique and controlled, 
mega-speed stun-ehops? How about becoming a hone-crunching, 
songwriting mercenary' from planet earth? Radical Rules is amazingly 
easy' due it's usage of powerful and efficient Z-GR1D™* equal ratio 
tuning concepts —an accelerated design streamlined to minimize all 
learning curves. Zgnd will painlessly super-glue complete harmony, 
theory, and guitar technique into your brain and fingertips.? times 
faster so you can become the best possible musician/songwriter you 
can be 

It is highly recommended to go through Radical Rules chapter by 
chapter in the order presented A great deal ol time and cl fort has been 
allocated to create an integrated, flowing curriculum. Each chapter 
reinforces and prepares the reader for the chapter immediately 
following This increases memory retention, streamlines the flow ol 
knowledge, and decreases the chance of rcudei frustration (t e reader 
frustration occurs whenever trying to absorb the wrong information at 
the wrong time) 

Radical Rules is divided into eight levels Each level represents 
approximately one month of study Numbered chapters are equal to 
one week of study For example, in the first week it is suggested to 
cover Chapter 1/Tumng. It is recommended that you read and reread 
the chapler-of-the-wcek for only five days a week (i.e the Party Plan 
Practice Schedule). At the end of every chapter is a homework 
assignment to be completed during the entire week This repetition 
should guarantee incredible results It may seem boring, but time, 
comprehension, determination and repetition are the keys to success. 

If you want to leant at the speed-of-light. it's crucial for you to 
maintain contact with the outside woild. Do not lock yourself in your 
room with your guitar! (Maybe you could join a band or give guitar 
harmony', theory, and technique lessons' 1 ) Any doubts or uncertainties 
with information found in this book no matter how small or stupid, 
immediately go to a qualified teacher! This instructor could be the 
music teacher or choir director in your school or church a 
knowledgeable friend, or an accomplished pianist h’s not importanl 
for the music instructor to be a guitar teacher But. u is important tor 
the teacher to be qualified’ As a mailer ot fact, I recommend visiting 
an instructor a minimum of once every lew weeks (Just remember, it 
lakes three times longei to unlearn die wrong information and telearn 
the correct info.) If problems still exist, feel free to contact me by mail 


lie name “Radical Rules" and the "Radical Rules' logo are proprietary trademarks belonging to S .^! l " f S ‘w n!«1^omI k ^ 
-he name V. Gnd " and the ‘/Grid' logo are proprietary trademarks belonging lo Stuart Christopher Wittrock and family 


illrouch the puhlr her Radical Rules contain upper-level harmony and 
theory concepts, locating a qualified instructor for some iopn.s could 
be difficult, but not impossible 

It s important for you to become a driver ruiher than a paweni^t r. 
Fighter pilots strap llicir vehicles on for greater control (to become one 
with their ride)! not to survive Mach 2 crashes Hie same philosophy 
applies to your instrument, and starts by clearly understanding the 
concepts in the brain before attempting to leach muscles and nerve 
endings. Tlus takes a lot of time and concentrated effort to 
development. Just as an athlete prepares h mi sell or herself lor an up¬ 
coming event years in advance, you must do the same. By starting 
today your realistic tune-frame should be one year ol education and an 
additional two years of applying this education 

One of the most important areas in Radical Rules is "Song-oLlhe- 
Week ' Tills can be found in the homework section at the end ol every 
chapter You will be reminded to (cam one new song each week lor the 
book's duration (i e. approximately 10-12 months, 40 chapters and 40 
songs) The song selection will be yours. How you learn a song is not 
important -just do it! As with the entire homework assignment for 
that \seck. team and repeat this same song for five days Then, move 
on to the next chapter and a new ^ong One new song each week will 
provide you with automatic song analysis, chops, technique, car- 
irainingfand a healthy repertoire of complete solos and songs 
Learning new songs is a great confidence builder; you 11 need lots ot 
inner-confidence if you want to develop into a bone-crunchuig guitar 
“monster" or songwnting mercenary from planet earth. By the way, 
lots of nuys and gals can play excellent, million nule-an-hour solos 
with perfect pitch. But guitar playing is not just a show of technique. 
Rather, it should grab a listener's heart and paint pictures in their mind 


IMPORTANT 


__ l\*s recommended not to learn more than one song 

per week Personally, it takes me three to five days for a song to (low 
smoothly and effortlessly through my fingertips And, it makes no 
difference if I rehearse a song 15 minutes or 15 hours per day, the 
results are the same Your body needs time to digest information 
reconstruct an idea, and pul forth a flawless product in fractions of a 
second from your brain and to your fingertips. You cannot force 
Mother Nature to do the impossible It s important to develop the 
ability to understand and work w tth your body s limitations 


IMPORTANT 


Radical Rules cannot guarantee one's ability to kram 
You are responsible 1'or your own achievements’ 

h takes tone and concentrated iffon to develop into one-of-the-bc-a 
Unfortunately, money is a major reason vvhv people are not able ni 
continue the quest for achieving one's goals anil dreams Worry ing 






When practicing, beware ot the PL O M. svndrome ti e die poor hale 
'ale me disease). For motivation, hang a few pictures in your room to 
act as a reminder of why you originally purchased tins book, and also 
why you're killing yourself practicing your instrument To quote 
British statesman Sir Winston Leonard Spencer ( hurchill, no mailer 


vvhal happens , “NEVER G/V’/j VP!" \oiir goals anti dreams are too 
valuable’ Perseverance in the proper directions w ill help you to reach 
vour deslinv 


YOU CAN DO IT! 
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'lie first rule in 
serious music lias 
always been.. “There 
are NO rules!" With 
this in mind, Radical 
Rules combines art 
and science with 
emphasis on three 
theories, priority 
planning, repetition 
of pattern theory, and 

Zgrid equal ratio tuning. Priority planning consists of four steps. 


Step 1) Know your priorities. That is, what you have to do, what 
you turn/ to do, and what you like to do. 

Step 2) Have a priority agreement Every thing and everyone in 
your life needs to be placed somewhere in your list of priorities. 

Step 3) Control your calendar. Everyone is already busy with stuff. 
Now you can replace the si tiffin your life w ilh priorities 
Step Monitor your progress. Radical Rules (level 6) covers ihe 
art of practice and includes your practice schedule. During the past 
twenty years, we’ve discovered many things about the human brain 
and how it relates to the human body. So, don’t waste valuable time, 
energy, and brain cells on traditional methods’ 


What did you say 1 ’ You're a traditional guitarist? Is that why you're 
using high-tech rack mounted MIDI signal processors, siale-of-lhe-art 
FET power amps, beefed-up replacement pick-ups, modified high-gam 
multi-stage tube preamps? Give me a break 1 Guitarists will do almost 
anything to obtain that wall-scorching ' shred" technique on their 
instruments. Where would the modem music world be if everyone said 
Marshall® amps and Fender® struts were “#?*!" and non-traJittottal? 
Listen, your favorite guitarists are n.sing a variety of radical tunings and 
systems to achieve their trademark sounds How about you'* 


Traditional vs Equalized Example I-A shows 

1 the first three 

traditional chords learned by guitar players. These chord patterns are 
folk chnrds, with the term “folk" defined as the people’s chord 


Exnmpio J A 


Traditional Tuning Equal Ratio Tuning 

E Major Chord _ E Major Chord 



D Major Chord 



D Major Chord 



Now, check-out Zgnd Equal Ratio Tuning. By equalizing the ratios 
between strings, the three traditional chord patterns can be condensed 
into one "shape " Equal ratio tuning provides a realistic and effective 
approach with ihe use of only one patleniAhape to say the same which 
had previously required the using of three patiems/shapcs. By 
eliminating lwo of the three shapes, we have reduced our work- 
load/1 earning curve 66%! in other words, repeating the same 
pattern/shape will increase memory retention and motor skill 
development hv an incredible 300%! The bottom line is increased 
value for your practice time* Even if you don’t have the ultimate 
guitai* amp, and effects *‘ng," you still need to combi tie flesh and 
fret board, that s the bottom line* So why not work smart' 


Tuning 


The procedure for 
-tuning the Radical 
Rules guitar is essentially the same as traditional guitar tuning, The 

fr iT/Miimrirr hmitiai nr/\j j I 1 lr*i i cr -1C lAlliilire 


■ 1) Go to the fifth fret or fifth position of a siring, not including the 
1st string or F string* 

■ 2) Play ihrs string (called string X, lor example) at the fifth fret or 
fifth position 

■ 3) Tire next higher-pitched string (called string Y, for example) is 
directly adjacent to string X 

■ 4) Tuning Formula: siring X played at die fifth fret or filth 
position = string Y 

String names for the Radical Rules guitar (low string to high string) are 
E A-D-C-C-F Compared to traditional tuning E-A-D-G-B-E, only the 
two highest strings have been altered The E and B strings have each 
been raised or increased by a half-step, In other words, the two higher- 
pitched strings have each been raised or mi reused by one fret- So, it's 
not necessary to relearn everything on the guitar from scratch Rather, 
the guitar has become more efficient and stream lined. 

The guitar is a very difficult instrument to tunc, so check your pitch 
using two additional tuning methods Once your guitar is set-up at the 
bridge for proper intonation, use hannonics during all instrument 
tuning sessions For example, the harmonic played at the fifth fret 
should equal the harmonic played on the next higher-pitched adjacent 
String at the seventh fret. Still another tuning procedure combines note 
u nh harmonic For example, the harmonic played at the twelfth fret 
should match the fretted note played at the seventh fret of the next 
higher-pitched adjacent string 


Stuff Grab a copy of The 

Harvard Brief 

Dictionary of Musk at a music shop or bookstore This paperback 
gives you another angle of ihe topics discussed within this book 

If ihe guitar is a new instrument for you, it would he to your advantage 
to down-time your guitar to E|, or D. Tins procedure reduces string 
tension and creates a more playable guitar Tony lommt (Black 
Sabbath) detunes his guitar to help create his signature dark sound As 
.i mailer ol‘ fact, heavy-gauge smugs are designed for down-tuning and 
not for A-440 tuning Down-tuning has been a common practice with 
top players such as Yngwic Malrnsteen and Edward Van Hafcn, and the 
late Stevie Ray Vaughan and Jimi Hendrix. 

You .should consider purchasing a digital chtonuilu timer This high- 
tech piece of gear will guarantee a perfectly tuned instrument 24 hours 
a day. (Make sure ihe tuner has a bullion microphone if you intend to 
play an acoustic guitar ) If the guitar is new for you, \isit a local guitar 
teacher to help with tuning Instrument tuning is just as much of an an- 
form as playing the instrument ltsel! Playing a tuned guitar is not only 
more fun* but it will definitely help to develop your ’ear’' Bv the way* 
ear-training normally lakes years So* be patient 1 

Are you really serious about playing guitar J If so* then one day you'll 
need to purchase a music study recorder The Marantz PMD-201 and 
PMD-221 are G A T cassctte-recorders-of-chotce* Both units ofler two- 
speeds plus pitch control a feature w hich prevents a lot of instrument 
rctuning These machines will remedy most problems found in stealing 
licks ear-training and transcribing Record y ourself in order to gauge 
your progress and record all private guitar lessons with your chosen 
instructor Highly recommended' 


SECRETS 


IF you're ‘ into" soloing, be sure and check-out ihe 
rake technique. This high-tech, state-of-the-art picking technique is 
used by a lot of ace guitarists, and is virtually unknown Dragging or 
rakina your pick across muted strings before sounding the target 
stnng/notc lakes practice, but it produces a totally killer sound 


SECRETS 


Bend it* shape it. any way you want it Vibrato is an 
important technique to master if you intend on soloing ! recommend a 
slow and very wide vibrato. For example a vibrato width distance ol 
1/2 step* or even a whole step* at a slow tempo is ideal for emotional 
and expressive soloing Focus on feel rather than technique" 


What About You? Tuning your guitar 

with the Zgnd 

system is an excellent approach to demystifying guitar technique, 
music harmony, and music theory It keeps everything apples and 
apples But. if you prefer the apples anti oranges approach, and wish to 
continue with traditional tuning E-A-D-G-B-E, Ihe concepts lound m 
Radical Rules will still be ol value The highly-structured, step-by- 
step, world-class curriculum is well worth the cost of this book Zgnd 
equal ratio tuning is only one tool used to accelerate the learning 
process required for instrument proficiency. To continue with 
traditional tuning, adjust Zgrid info and diagrams to read one fret (or a 
half-siepj higher than discussed or shown lor only the two higher- 
pitched strings. 


__ If y OU decide to stay with traditional guitar tuning, it 

will take at least 3 times more practice time to equal the same level oi 
performance ability when compared to Zgnd equal ratio tuning. Do 
you really want to postpone your musical destiny by three years'’ Or. 
do you want to get radical and do it in 10 to 12 months? 


IMPORTANT 


Homework/Chapter 1 


ASSIGNMENT 
ONE You need to 
purchase a digital chromatic tuner Don't settle tor a normal 
inexpensive guitar tuner -it will nut allow you to down-tune your 
instrument and is not designed to operate with alternate tunings. Hey, 
why do you think companies are manufacturing digital c bromaiu 
tuners anyway 1 


ASSIGNMENT TWO. Get some qualified help to show \ou 11 How 
To operate a digital chromatic tuner, 2) How to tune your guitar with 
the tuner: 3) How to down-tune your guitar to El, or D 


ASSIGNMENT THREE ~Song«ol the Week' Select a song and 
learn to play it! And l really don't care how urn do it Just do it" 

THE BOTTOM LINE Learn to tunc vour guitar" It you want io be 
one ol the best* it’s mandatory to learn the "Song-of-the-Week ' and 
review this chapter for one week before continuing to ihe ne\i chapter 
Otherwise, you're just spitting into the wind 


LEVEL 1 t ft* Hit 
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Major Scale 


T he major sc ale is 
what I 

affectionately call the 
Do, Rc. Mi Scale, and 
is classically called 
solmization. This 
same scale we used to 
sing in grade school is, 
in fact, the basis for all 
western music It 
includes musical styles 


such as rock, bebop, country, folk, calypso, swing, gospel, fusion, 
reggae, metal, Christian, surf, classical, jazz, blues, new age, funk, 
industrial, hip-hop, etc. Virtually everything in western music is 
derived from the major scale. So. this scale is ultra-ultra important! 


IMPORTANT 


All scales consist of half-steps and whole-steps. The 
half-stepAvholc-slep formula for the major scale is 2*2-1-2-2*2-1 and is 
defined as follows 


■ “P is equal to one half-step or one fret. 

■ ‘2 ' is equal to one whole-step (two half-steps] or two ire is 


Deqree/lnterval scales are also 

described in 

inten'als. a term referring to the distance between two notes or tones 
As you become more involved with music, you will begin to discover 
that formulas are used to describe and create c hords, intervals, and 
scales A formula is a numbering system in which each note cir lone in 
a scale is assigned a number or scale degree, the relationship being its 
distance from the tonic or nwt. The names of the intervals are derived 
from the distance between the tonic or root and each target note or tone 
in the ma|or scale Example 2-A demonstrates the distance, interval, 
and formula number from the root of the C major scale to each ot its 
degrees. Note names for the C major scale are C-D-E-F-G-A-B-C 


Example 2 A 


Key of C Major 

Distance 

1 

Inlcrvol 

Formula Humber 

(tub dftQro) 

C 

Boot 


1 

C to D 

| Root to 2nd Degree j 

major second 

2 

c ioi 

Root to 3rd Degree 

major third 

3 

C to F 

Hoot to 4th Degree 

perfect fourth 

4 

C to G 

Bool to 5th Degree 

perfect fifth 

5 

Clo A 

Bool to 6th Degree 

major sixth 

6 

C toB 

Root to 7th Degree 

major seventh 

7 

L 


2^1 ° 



IrlfrvaJv urnten rt^or ?nd m*|pr Jrd p^rtpet 4th partarl Mb maprCIh major 7th OClPv* 


or type of alternate tuning, you can sav / lane im guitar in petfei f 
fourths " Intervals of perfect fourths is correct music terminology lor 

_L ___II [JiiI.il T/ nil 1 * l 1 1 m i n il 




Most of those memorable songs created by your laconic artists rely 
heavily on various alternate tunings. Guys like Crosby, Sims and 
Naish, Peter Framptoo, Jimmy Page, Yngwic Malmsleen, Zukk vtyloe, 
Sonic Youth, Leo Kntikc, Ry Coodcr, Richie Havens. David Bromberg 
and others make use oi non-traditional guitar tunings, If you re ^ 
fortunate enoueh to locale some serious transcriptions, you II see th.it 
loads of youi favorite tunes were actually performed using some form 
of alternate tunma New tunings seem to effectively create new ideas 

1 _ -, U - -- 








D-A-D C-A-D 

D-G-D-D-A-D 

D-A-D-G-A-F# 

C-G-C-F-C-E 

D-G-D-G-B-D 

G-B-D-G-B-D 

D-A-D-Ff-A-D 

E-B-E-Gii-B-E . 

E-A-E-A-Cf-E , 

E-G-C-G-C-E . 

D-A-D-G-B-E . 

E-B-E-G-B-E . 

D-A-D-F-A-D 

E-B-E-E-B-E 


(Indian-flavor sitar-like inning) 


.(open G, Hawauan-siylc tuning) 

.. (open G, Hawaiian-style tuning) 

. . . (open D tuning) 

. . , (open E tuning) 

.. (open A tuning) 

. . (open C tunmg) 

. (dropped D tuning) 

(open Em tuning) 

(open Dm tuning) 

(possible Leslie West acoustic tuning) 


Strings 3-6 tuned-up one octave is a popular Nashville tuning. (Don t 
forget to change string gauges on strings 3-6 when experimenting with 
this awesome tuning,) For those who thrive on the cutting-edge, watch 
for TNT guitarist Ronni LcTckro’s IMS tapper Guitar, an instrument 
designcdlo allow the guitarist to play in quarter-steps. It's a new guitar 
for nevv ti mes 


Finqerboard Real Estate Example 2-li 

St, presents the guitar 

fmgerboard/Jretboard in detail Each string has iwo names -number 
and alphabet letter The position markers aid in note/paltern location 
and recognition Fingerboard or fretboard locations are also referred to 
by two names -fret and position. My personal guitar has side-dot 
position markers only at the 5th IOth, 15th, and 20th frets. The 
uniform intervals of fourths make the fretboard a neutral grid (i.e. 
Zgnd ) oT strings and frets, ideal for creating music by shape, distance, 
and pattern All solo lines and chords have permanent shapes which 
transpose intact across the strings, up and down the frets, and 
diagonally By placing position markers every five frets along the 
fretboard, mtenallic distances can he seen and measured This 
technique forces me to always know the location of the root and 1st 
degree (The importance of this will be discussed in Inter chapters.) 
The absence of position markers on lop or the actual fretboard meets 
my personal, no-frills preference for maximum guitar performance. 


Exiimp!o2 B 


Example 2-C takes the C major * Do. Re. Mi" scale and applies u to ih 
guitar fretboard using one half of the popular Ionian S-notes -per \mn 
finps) pattern widely used by today’s hyper-speed players Fingering 
is shown below the fretboard Fingers should always remain over 
their respective fret positions except during string bending. This i 
a really big and wide s*/ r~c*t c/r/ Bui. w illi a little practice ihis 
stretch will become second nature 


fKjmpto 2-C 

Ionian 3nps 

key cl G Pi;t)i one actav* 


F 
C 
G 
D 
A 




Si 

Do 

SOI 

Rc 



Fa 

Do 

La 

MI 



T¥1J 

Fingering 

i 

1 

2 

A 


Example 2-D demonstrates the same C major "Do, Re, Mi ’ scale usm 
Traditional Pattern ft2 The lingering for (his pattern tends to be mor, 
relaxed, and is highly suited for music reading because your tinger> ar 
locked in position That is. one I ret or space is allocated for each 
finger This allows you to keep your eyes on the sheet music while 
your fingers w ork on auto pilot. Again, fingering is placed below the 
fretboard diagram. 

Exampfa 2-D 

Traditional Pattern #2 

k oy ciI C major ena octave 






L /I 


ci Do 




m 

Fa 

Dn 

Sol 

Re 





L/O 



Fingering; 1 2 3 4 


Now, lei's check-out the fretboard diagram using formula number- n 1 
alphabet note names from the C major u Do, Re, Mi"’ scale. Example 
E shows one half of the Ionian 3-notes-per-stnng (3nps) pattern ou i 
one octave Example 2-F shows Traditional Pattern #2 over one octa 

Example 2-E 


Ionian 3nps 

hoy ol C majoi orn? octavo 



Fingering.: 112 4 


Eijmpto 2 F 


IMPORTANT 


The first seven IcLtcrs of the English alphabet are 
always contained in the major scale Accidentals are then applied lo 
these seven alphabet letters when necessary. More on this later. 


r Perfect 4ths When talking with 

friends and would 

like to explain Radical Rules guitar tuning, only say you’re using an 
alternate tuning. If these same friends want to know the specific name 


Guitar Fretboard 


Traditional Pattern #2 

koy of C major Ono octavu 


Siring Hamrt 


PeiTon Mjfktfi 



String 11 

Strina «2 

r \ 

c 

a 

S/A 


7/B 

string o 

D 

3/E 

4JF 


String M 

String ti 

Siring *& 

A 

Fingering 1 

VC 

2 

3 


yg 

2 ID 


K p (So- not Alrirwj. Sin Fr*i Tin. Fr*t 

0 * play tiring op*n 5th Potiuon 7tn Poihuon 
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Next, in order to demonstrate ihe flexibility of the guitar and using only 
formula numbers, example 2-G will combine bulb one halt ot the 
Ionian 3 tips and Traditional Pattern #2 patterns lo i re ale a uvo octave C 
major scale. This two octave pattern is commonly called the toman 
Japs pattern. Example 2~H again combines the two patterns, hut the 
reverse ol example 2-(7 is shown \ou must dctermuiL v^hiLh pattern 
feels best lor your fretting hand. At the same time, judge which pattern 
allows you to identity scales degrees ot note numbers quickly and 

accurately. 

Example 2-G 


C Ionian 3nps 

key Of C rTvijOf Two OCrtSVin 


f\ 

c 
a 

o 

A 
£ 


? 


Fingering: 


2 

1 2 


Example 2-H 

Traditional Pattern #2 + Ionian 3nps 

tpy of C md(*r, two 


F\ 

c 

G 
D 
A 
E 


1 3 • X ■ " : a 

Fingering - Dso the appropriate fingerings for tho appropriate pnllernil 


IMPORTANT 


— Be sure to check-out the location and pattern of how 
the same notes repeat octave by octave It's simply a matter ol 
follow)mi a 45 degree diagonal line, ] his makes nole/scale degree 
location and recognition a breeze 1 By the way, the square around the 
number "1” indicates the tunic or root ol the scale. In the examples 
shown, the squared l's are "C ’ notes 


Dial 911 Example 2-1 

L/ICll s? demonstrates my 

ultra-favorite major scale pattern and is permanently super-glued m my 
brain This is the same shape 1 personally use and recommend (And, 
don't break for wimps when I perform’) it stacks two Ionian 3nps one 
octave patterns on top of one another to create what 1 named he 
Ulimal Repealing Major Scale Pattern (URMSP). I ‘-tress he wo d 
“repeating * because this is one of the lop-secrets lor becoming a nice, 
speed. 6-string warrior By repeating the same pattern over and over, 
you'll develop long term memory retention m your finger hand, and ^ 
irrm muscles... because muscles also contain memory cells This is one 
of the keys to becoming the best possible musician you can he. 

As you will see throughout Radical Rules, I apply this pattern lo just 
-ihout everything because it's fast easy, and produces incredible results 
The URMSP oaucm really docs go above and beyond the call ot duty 
1 use it for all single-note lines and double-stop improvisation, Plus, 
LSvS uL into a single-line, 

alternate nicking, I really bum with the URMSP, Chords arc also 
=feis pnltera. So. dial 911 or reach lor .he URMSP 

durin« all performance situations requiring 1 t 1, 8 h 'W ) ^ Ld s0, °' n “: 

i [sierv of URMSP sequences found in Radical Rules I lew I ) 
allow you to produce plenty of controlled, mega-speed slun-chops. 


Egampio 2-t 

Ultimate Repeating Major Scale Pattern 

key Of C ma^gr 


lUFtMEPl 


F \ 

C 
G 
D 
A 

V 


: : . T - I tl 

Fingering Us o lhtt nppropfiaie fingerings for Iho appropriate patttrniri 


Ex/impio 2-t confjrhJCd 

URMSP Fingering 

key Of € mg far 


Upper fsogiator Fingering 1 
\ X t 


F N 

C 
G 
O 
A 

V 


Lower Roguiter 
Fingering- 


t 


Start-up Suggestions Il u y "“* I j^ w 

suggestions would probably clear-up some initial start-up problems 
First of all whether you llngerpick or use a pick, it really makes no 
difference how you hold or play your instrument, Since the guitar itsel 
is such an unnatural instrument, playing tends to be a very personal and 
individual thing- You must adapt your body 10 conlorm 10 the guitar 
Placement of frethand, picking-hand and use of fingertips versus 
flattened fingers for fretting must also be determined by you Yv hen 
performing fn a sitting position, maybe you could cross your right leg 
over your left if you're a right-handed player (reverse for left-handers) 
Tins would force the guitar closer to your body in order to minimize 
Irelhand and fretami stretches Also, ir you're just gelling started, you 
will experience some pain on your fingertips and in your Irelhand 


WARNING! 


You can permanently damage your hands' The 
slogan ‘‘no pain, no gain" does not apply lo learning an instrument 
Attempting 3nps stretches takes enormous hand strength and dexterity 
-things normal hands do not have You need to build-up and stretch the 
muscles in vour hands, and this takes time. So, be patient Yom 
fin tiers and hands will increase in overall strength over a period ol lime 
iust by playing each day Additional hand exercises are not 
recommended 1 Hand exercises tend lo stretch and strengthen the 
wrong muscles in a musician's fingers, hands, and arms 


G u itar Relationsh ips *£*£££* 

your guitar! That is, you must make the instrument a pun of you In 
order to achieve this somewhat mystical, esoteric bond, you (and not 
your local Guitar repair shop) must simply personalize your instrument. 
For example, you could remove the finish from the back ol the neck 
and replace it with lung oil in order to produce .1 last low-drag fed 
on your neck; change and/or replace the pick-ups, change the original 
fret wire to h ichur and wider profile tret wire, replace the tuning keys, 
replace the control knobs, etc Talking about pickups look tor a Nut 
maonci pattern since 11 provides the balanced held necessary tor an 
even response with modern strings and flatiei neck radiuses Also, 
softer magnetic fields create warmer, smoother tones and eliminate the 
brittle, glassy sound found in new instruments. 

Personalizing your instrument with your own hands will provide a 
sense of comfort between you and your instrument, resulting in a 
substantial increase of music output, technique ease of playability and 
creativity. For myself, 1 prefer scalloped I ret boards luted with 
telephone pole-size #6000 Dunlop fretwire and red Dunlop Jazz III 
speed picks (Black Dunlop Jazz III speed picks "sound diHerent 1 

Homework/Chapter 2 

examples in this chapter As you play through each example, you 
should sing the number (interval and/or scale degree) of each note. I tic 
combination of visual and audio always speeds the learning process 
Sinuin” the notes in tune with the guitar will also aid in ear-tianting. 

So. sing, and/or name all single-note phrases each time you practice 

By the way. singing to yourself or aloud during soloing is a technique 
used by the pios to make their solos sound more human-hke, rather 
than mechanical or machine-1 ike That is. each time you take a breath 
you must also make a pause in your solo. Tins silence adds that extra 
edge heard in most solos performed by the pi os 


IMPORTANT 


WAR 

JJJ] 

G 

□ 


Talking about breathing, always be aware of how sou 
breathe durin* 1 performances and practice sessions, Holding sour 
breath (and even grilling your teeth) while playing will reduce oxygen 
supplies in your body This creates body stress and muscle tension 
forcing you to stow your performance. It's mandatory tor all musician' 
to maintain a normal breathing pattern 

ASSIGNMENT TWO For each example. sing the alphabet letter 
name of each note, 

ASSIGNMENT THREE . Sing and perform the above scales and 
assignments both up-thescafe (from low note to high note i and dawn- 
tht>-scale (from high note to low note) 


Yon can permanently damage your ears/ In January ASSIGNMENT FOUR. “Song-oMhe-Wcek " Do .t! Use it 1 

1 Rrlumrrl Viri [VnnrtL'd OSS ol all hieh A^MUlSiViLiS I I ^ 


frequency heanng (10,000 hz and above) I he same tan happen to 
vou 1 Prolonged exposure to sound levels ol S5 decibels produces 
gradual hearing loss Above 100 decibels, even brief exposure can 
cause permanent ear damage. For example, rock concerts and 
w al km an-tv pc systems with headphones produce 110 decibels So, 
always wear ear protection suitable lor high frequencies and high 
volumes It's possible to purchase and we.ir very small ear proto.lion 
units which are virtually unseen by those around you. These units will 
reduce the sound by 35 decibels. Even while attending live concerts 
tand during high-volume practice sessions), slip some ear protection 
into vour cars, because piofcssional touring sound systems will impair 
one’s high frequency hearing abilities. Tins ,s not a joke* If you want 
to be a musician you need your ears! 


ASSIGNMENT FIVE . Record your rendition of the “Song-of-the 
Week’ on cassette, and analyze what's good and what’s not w> good 
with your perlormance. 

THE BOTTOM LINE be able to do these assignment' in your sleep' 
If it’s your intention to become a mega-horsepower, guitar soldier I mm 
planet earth, it's crucial to know scale degrees quickly and accurately 
Don't forget, it’s mandatory to learn the “Song-of-the-WecK and 
review this chaptei for one week before continuing to the next chapter 
Otherwise, you're wasting your time Check Radical Rules (level <«■ 
for practice schedules 
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SECRETS 


Example 3-D 


Everyone's talking about modes, right? So what 
about modal liming'! Modal tuning contains l]ie first, fourth, and fifth 
degrees of a major chord, Strum all six strings and you’ll get a 
suspended fourth chord. By the way, modes are completely covered in 
later Radical Rules chapters. 



n ai j 



A fter spending a 
number of years 
in Austria working 
with music, l soon 
discovered that, if 1 
wanted to 
communicate and 
understand the people, 
it would be necessary 
for me to speak the 
local German 
language, Music is 
really no different than 
learning another 

language. If you want to communicate, share, and understand music, it 
is essential to “speak” the language of music. 


notation 
and TAB 


IMPORTANT 


Modern guitar is still a very young 65 years of age. 
The first electric guitar was invented in 1930 and patented on August 
10, 1937 by George D, Beauchamp. Mr Beauchamp, a steel-guitar 
player, joined Adolph Rickenbackcr (a production engineer and later of 
Rickenhacker guitar fame) and began producing guitars, Since the 
guitar is so new, the instrument has many misconceptions. One major 
misconception is that many people believe the guitar is strictly a treble 
instrument On the contrary, the actual pin h and/or standard range oT 
the guitar includes both bass and treble clefs That is, the low E note in 
the bass clef is the same pitch as the I: slring/6th string on the guitar. 
The confusion stems from the fact that most music has been transposed 
into the treble clef for the sake of simplicity. Be aware that both clefs 
do, in fact, pertain to the guitar. This allows you the opportunity to 
seek-out a wide variety of music normally written for other instruments 
and apply it directly to the guitar Radical Rules (level 4) contains 
additional info on actual pitch versus transposition 


The illustration in 
example J-C shows 
the Grand Staff Tins is the proper method for combining both the 
treble clef and the bass clef. Notice the large bracket left of the two 
staves, plus a thick line along side of the ctei symbols connecting the 
two slaves. 


Grand Staff 


Treble C!ef/G Clef Example 3-A is a 

. staff consisting of 

five fines and fours spaces A clef symbol is placed to the extreme left 
This particular clef is named treble clef and/or G clef and is one of the 
two most common clefs. It is referred to as "G clef 1 because ihe note 
“G" is located on die second line from ihe bottom of the staff; the clef 
symbol curls and slops on this tine. Each line and space on the staff is 
therefore assigned a name above and below this “G 1 ' location (This is 
the first G above middle Cj Ledger lines act as temporary extensions 
for notes placed below and above the staff The first seven Idlers of the 
English alphabet are always used to create die musical alphabet. 

Example 3-A 

Treble Clef Ledger Unci 



Ledger Un* 

Middle C 


The illustration in 
example 3-B 

demonstrates the other most common clef ,, the bass chf and/or f : clef 
The note F is located on die fourth line (the second line from the lop) 
and js the first F below middle C 


Bass Clef/F Clef 


Examplo 3 8 


Batin Clef Middle C 

Symbol 



In order to read music it is necessary to be familiar with both clefs. 
But, throughout this book, I will primarily focus and refer to the 
transposed treble clef. 


Example 3-C 


Grand Staff 



Tablature The guitar is a very 

complex instrument. 

As a matter ot luct, the guitar is a much more difficult instrument to 
play than a piano due to the mulliple fingerings and patterns available. 
For example, on the piano it is only possible to play a one octave C 
major scale using one pattern, There are no oilier possibilities' But, 
Ihe guitar offers a minimum of eight patterns for this same one octave 
C major scale 

Tablature normally referred to as “TAB", is a system of notation by 
which tones arc graphically displayed with numbers placed on a six - 
line staff rather than nates placed on a five-line staff The TAB system 
is actually a more precise method tor locating fingerings, patterns, and 
shapes because it specifically pin-points all notes and their locations on 
the fretbaard For the guitar, traditional music notation unfortunately 
determines only the actual note or pitch and not the location Example 
3-D shows how to read TAB. 


Tablature 


Frp| ilurt'bcr 


Siring NflTH?a 



tiring number 1 
String numbar 2 
firing numtut i 
itrmg number 1 
firing number i 
firing numbr' (j 


Sth frel 

Guitar Fretboard 



Example 3-E demonstrates eight possible patterns for the C major 
on the guitar using music notation, TAB, and fretboard diagrams 


Examplo 3-E 

Ionian 3nps 

Ivey of C major root on A f!n,ng 



7 


4 5 




Ionian 3nps 

Ley of C major mol pn E firing 


6 C 





10 12 


6 10 


9 10 

12 
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Traditional Pattern #2 


ksy of C major rrjQt on A Airing 



Traditional Pattern #4 

hey of C mj|or rocl on E iinng 



Traditional Pattern #1 

kpy of C rr.sjor rod on A string 



F N 


o--—t- 

A A 


m 



* _ j 

& 

• 

• 





♦ 




E V 


Traditional Pattern #3 

key e* C major roor on E itrinj 

[4 »»«--- 


A 


5th fret 

Qlh fret 

r 

c 


--"t- - 

• 

♦ 


G 


■ 


l 

* -P 

D 

A 


__ __1 m -- 


*—r— 

« • • ■ 

♦ 

Uih Ifpl 




5th fr*tt 


Single String Pattern 

k«y ol c major. root on L tiding 


4 


D 


major acalfl hall'*iop formula 


0 10 12 13 IS 17 10 20 

I J 


major icald hnlf-mlcp formula 
2 2 

e 

o 
o 

A 

E / 


Qih trial 


* ♦ 


12lh frcl 


Single String Pattern 

key ci C major rpoi on A ttring 


4 


B 


major mcalo hall-Blcp lorniulci 


3 5 7 B 10 12 14 15 


major tcalo hull slop Icrmuln 
2 1 


F \ 

C 

a 
D 
A 


♦ 

E J 

* 3rd Ircl 


SECRETS 
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12th trot 


ASSIGNMENT FIVE.. “Song-of-lhc-Weck " Select a song, learn to 
play it, record all assignments. 

THE BOTTOM LINE... You need to acquire haste music and tahl.it lire 
reading skills! Don't forget, it’s mandatory to review this chapter tor 
one week lie fore continuing to the next chapter Check Radical tones 
(Ice el 6) tor practice schedules! 
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Triads 


vocabulary In a chord mg or rhxihm s 
commonly referred to as "triads'jn Lh 
soloing situation* the term ' triad has 
and will be discussed in laiev chapters 
By the wi 


It's possible to achieve a slightly psychotic efleet 
uth a technique known as scooping, Trctn-bar scooping tan be 
chicved by: 

■ A) Depressing your bar {commonly referred to as a “pre-dive ). 

■ B) Pickmg/stmmming one or more strings (bar still depiesscd) 

■ C) Quickly releasing the bar 

rhe key to mastering the scoop technique is to develop trein- 
land/trcm-bai sensitivity That is, you’ll need to depress the bar to the 
lesired distance before sounding the target stnng/note (pre-dive) \\ uti 
tome practice and patience, you'll develop the sensitivity required tor 
effective, world-class vibrato bar scoops* 

Homework/Chapter 3 ™S.o 

smu the note numbers (intervals) and alphabet note names tor all 
examples in this chapter, forwards (up-thc-scalc) and backwards 
(down-thc-scalc) 

ASSIGNMENT TWO. Write a two octave C major scale in both 
notation and toblature using the treble clef. 

ASSIGNMENT THREE.. Write a one octave C major scale in both 
notation and lablalure using the bass def 

ASSIGNMENT FOUR.. Using every other note, write a twoi octave C 
major scale in both notation and tablature using the trehie del 1 he 
octaves should be written low note to high note, and reverse tram high 
note io low note. Be able to sing the note numbers {scale degrees oi 
intervals) and alphabet letter names -perform with your instrument and 
m.'trnnnme. One beat of the metronome equals one note to be placed 



re you anxious to 
create some 
intelligent music 1 You 
have already learned 
three triad chords in 
Chapter I/Tuning 
Using vertical 
fretbnard diagrams, 
example 4-A will add 
three more triad 
chords to your 
itualion toad chords are 
e music industry But* in a 
an entirely different definition 
, Dmd refers to a two-note chord 
;ti where chords come 


IMPORTANT 


Basic 

chords consist nt tones 
and/or notes (omul within 
a diatonic scale C hords 
arc actually constructed 
y using eserj other note 
>f a diatonic stale More 
let ails can be found in 
adicid Rules (level 2 i 

Triads can be preit) 
cooP chords to master 
liey keep things simple, 
jnciuttered, and 
umetimes even more 
'musit a! Il ) on re into 
technique, you 11 discover 

that musuop plavt T^ in in> * T*» c aie som£ i**r1ii ot triad into their 
technique regardless of music style* Triads are the backbone of many 
trademark sounds >uch as those found in the music ot IX I Leppard 
Prince and Van Halen. Triads are fast, easy protessMinjI-souiuling* and 

extremely effective. 

It's important io determine which combination and/or sequence o( 
chords sound best to you in a song That is Which t fiord is played 

first 1 What chord is second' 1 What chord is third? etc AUo, wnat is 
the relationship between these chords’ TIul is, how docs the second 
chord sound alter the first chord ' Good. bad. or just okas 1 Also, boss 
does this second chord sound tn front of the third chord ’ Does it create 
interest and tension 1 Or. is it predictable and boring 1 etc , etc etc In 
fact most pros hear a note before it is actual]) performed, and know 
what works and what doesn't work So. it's up to you to develop your 
•yjj-’ in order loAfarentelive soloing and choiding combination'. 
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ASSIGNMENT 
ONE. Write and 
perform an original song using the above three triad chords Develop a 
melody and include lyrics to (it your song's chord changes Be 
prepared to perform your song in class This includes playing the 
chords and singing tlic lyrics. If you are not attending class, perform 
the assignment for a friend or on a cassette, be your own judge. 

ASSIGNMENT TWO.. “Sang-of-lhc-Weck ’ 1 Do it and record it 1 

THE BOTTOM LINE . Check-out some music video’s featuring your 
favorite players. Watch their fingers on the fretbonrd and you’ll most 
likely see a wide variety ol three-note triad chords in action Gel the 
sound ot the triad into your cars and brain. 


Homework/Chapter 4 


SECRETS 


Are you one of the countless musicians looking for 
the way to tonal salvation * Fact: players who don’t use digital rack 
equipment always sound more musical. Why? heir tone tends to have 
both feeling and movement due to tube vibration. Listen, there's no 
music without glowing glass . lubes are fat, tubes are warm, lubes 
breathe. In your quest for tone, what do you want, dry, sterile tone or 
lust-inducing magic with the penetrating power of a razor-tipped 
Lamborgini’’ By the way. a fat, sonicly dense, hol-rodded amp will 
chew through power tubes faster than those skinny, wimpy stock tube 
amps. My personal touring amp sounds like an early Marshall 0 with 
the heat on ii e. tight, articulate, no muddiness, lush bell-like overdrive, 
extra-thick like a deep-dish pizza, and smooth vintage with punch.) 


Don’t forget to spend at least one week on (his and every chapter If 
you think you’re different and can fool Mother Nature, think, again It 
takes nmc io develop motor skills and long-term memory If you really 
want to do it your way, maybe you should look for another profession 
or hobby, because you need discipline to be a musician/songwritcr. 
Check Radical Rules (level 61 for more details. 




I I F*! I f s K _. . .. 

—— Tjlaying in tunc is 

JT just as important as 
hitting the right note. 
Today, you can find 
lots of players with the 
ability to dazzle 
audiences with super- 
hot licks and tricks 
But, ask the majority 
of these same players 
to perform with a 
band, or even with a 
simple metronome, 
and they crush and 
burn Playing in 
‘ time" separates the 
men front the boys and 

the women from the girls. My private teacher and friend Paul Hanson 
(G I T rock instructed and world-tour recording artist) once said 
'When you play in time, musicians in the audience will come up and 
ask questions like .. do you modify your amps f The elfecl of playing 
in "time'’ is really a unique sound because so lew musicians have the 
ability to effectively play in tempo. Guitar coach to the stars, Paul 
Hanson was guitar advisor to Michael I. Fox in the films Light of Day 
and Back To The Future, Paris I and II. Paul also appears in Part I as 
the bass player in Michael’s high school rock group during the audition 
scene. Pick-up a copy of the film and watch for Paul. He’s the guy 
with blonde hair, aviator sunglasses, and leather bomber jacket 


Counting 
and Chord 
Charts 



IMPORTANT 


__ A l ways 

practice with a metronome! 
Each time you pick-up the 
guitar, you need to turn on 
the metronome and count 
aloud or to yourself. Not 
only will metronomes keep 
your tempo in-chcck, they 
will also help to gauge you* 
progress 1 suggest a dig Mat 
metronome with a 
headphone jack These are 
a little more expensive, but 
definitely worth the extra 
bucks. The headphone jack 
allows you to keep count 
without disturbing your 
neighbors Plus, it allows 
j ou 10 do the infamous m- 
froni-of-the-1 clevis ion- 
practice-schedttle for 
practicing those boring 

^ , sequences while developing 

Paul Hanson your motor skills. You'll 

also need a watch or alarm clock to keep your practice limes restricted 
to a specific schedule, (1 always use my mom s 60-minuic kitchen 
clock,) Check-out Radical Rules (level 6) for an in-depth discussion on 
the art of practicing 


Chord Charts Instrumentalists 

usually perform with 

chord charts. The standard letidsheci is the ideal roadmap for 
presenting melody, lyrics, and chords. But, chord charts arc normally 
sufficient and often preferred by instrumentalists. 


IMPORTANT 


Tap your foot for each heat! The tappin g of your 
foot presents a physical signal to your body indicating lime, tempo, 
pulse, and/or speed This is also a good indicator to see il the other 
musicians in your band are in “time" You will notice most profession i 
musicians tapping their feet during "live performances Again, thi*. 
provides the physical clock necessary to establish ‘time. But, not all 
nmrKccinn.il mnsirinns ran their feet because they have developed an 


12 Bar Blues 


The illustration in 
example 5-B ^ ;i 


typical chord chart consisting of 12 measures Also referred to as si 
chord progression, or just simply a progression, this chord chart h .ihi 
infamous 12 Bat Blues in die key of C major Again, as you jam 
through this progression, be sure to use your metronome and tap \our 
foot. With a metronome marking {mm2 of 40 heats pet minute {20 
bpm ), one click of the metronome equals one slash muik or one bcai > 
you're just starting out try a mm of 40 bpm and count four clicks lor 
each slash mark Since most digital metronomes do nut count slower 
than 40 bpm, the more-lhan-one-clitk-per-heai procedure is the only 
available technique lor producing slower tempos After you can 
perform the progression flawlessly at this speed, increase to three Uia 
equal one beat and/or slash mark bmalh increase to two clicks, and 
then one click equals one beat and/or slash mark Next step, merest 
the mm to 41 bpm. Next step, increase the mm to 42* 43,44. etc. hpn 
Continue this increase until a musical tempo is reached. Practicing 
little each day will guarantee results 


In example 5-B f alphabet letter names are placed abuse some ot the 
slash marks. These indicate chords to be played (C major. P major 
G major chords). In the 12 Bar Blues progression, you should slmn 
the indicated chord on the guitar for each beat or slash mark 1 \m< 
equals four strums of a chord for each one measure and/or four Ixmi 
per each measure 


Chord charts consist of rhythm-figure notation called slash marks , 
Since most popular music is in 4/4 time (pronounced. 'Tour-four 
umc’), we’ll he using quarter note slash marks Briefly, this means 
there are four beats per measure {bpm) Bar lines divide music into 
equal units of time called bars or measures The four short vertical 
lines placed in every measure arc slash marks, and each slash 
represents one beat. Also measures or bars are sometimes numbered 
This helps to locate specific sections of a chord chart dur ing band 
rehearsals and studio dates Example 5-A is the chord chart in detail. 


Example s A 

Chord Chart 


Oar Line Bar Lino Bar Line 


Measure 

Measure 

Measure 

Measure 

0 , 



m ////■ 

/ / / / 

/ / / / 

/ / / / 

tFi- 

Time Signature 

Count 12 3 4 

7 

12 3 4 

3 

12 3 4 

4 

t 2 3 A 


Measure Numbers 


Example 5'B 

12 Bar Blues 

tcif ol C major 


c 

F 

C 


JJ 

>4 / / / / 

/ / / / 

iff! 

/ / / / 

F 

7 

% 

c 

X 

[ III! 

fill 

/ / / / 

fill 

G 

% 

F 

■f' 

c 

A 

G 

> / / / / 

/ / / / 

/ / / / 

/ / / / 


to 


11 


Note. More details regarding time signatures are divLitssed in Radical 
Rules (level 2), 
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ASSIGNMENT 
ONE. Wnie on 


paper and perform an original song using the chord chan format. As 
you perform your song, use a metronome and count aloud 1 


ASSIGNMENT TWO,.. Improvise a solo for your original song 


ASSIGNMENT THREE.,. “Song-of-the-Week.'* Don't wimp out 1 


ASSIGNMENT FOUR , After you feel comfortable with your 
performances, play the above assignment for a friend or into a cassette 
recorder; be your own judge 


m INTRO 

The mint is typically a distinctive instrumental pattern legated at the 
beginning of a sang 

■ VERSE 

The verse is the area of a song m which a story is developed via lyrics 
The lyrics of each verse arc different, hut the melody and chords 
(harmony) remain intact, 

■ PRE-CHORUS 

As the section located between the verse and chorus, the pre-thoms 
prepares the listener for the up-coming chorus by varying u portion of 
the verse 


THE BOTTOM LINE Be able to play chord charts in 1 time" with a 
metronome. You need to develop the ability to make chord changes 
smoothly and effortlessly. How fast you play through a chord chart is 
not important 1 Maintaining "time' and/or tempo is the goal. 


■ CHORUS 

The churns is the section in a song which repeals the melody, the 
chords, and the lyrics The song's title and/or * hook can usually be 
found in this section 


SECRETS 


The snare drum typically strikes on beats two and 
lour Of course when you're satisfied with your timing, odd nwiers 
will act things sounding new and fresli 


SECRETS 


Dtads are two note chords, i.e./jrmrf ihonls that can 
add extra dimension and color to your rhythm playing. Suie, the most 
common power chords consist of root/hfth combinations Bui 
root/third dmds come in major and minor flavors, and realty kick when 
using tons of gam. Clean modes will force you to improve your rhythm 
playing at light speed. Power chords and complete chordal 
construction/votcings are covered in later Radical Rules chapters 


Don't forget, it’s mandatory to learn the ‘ Sung-oi-lhe-Weck" and 
review tins chapter for one week before coni mu mg to the nexi chapter 
Otherw ise, you’re just wasting your lime. Check-out Radical Rules 
(level 6) for practice schedules 



D 


ri\ mg through 



Song Form 


unknown cities 
without a roadmap tan 
be an unnerving 
experience. Music can 
produce similar eflccts 
on the listener's ears il 
a song's roadmap 
and/or sang form is 
not adhered to 
properly, Everyone 

has heard songs that seem to go on and on with no sense oi purpose or 
direction You either get bored and lose interest , or perhaps you just gel 
tired of trying lo follow the song, Songs with goad form permit the 
listener's ears to effortlessly flow through a rainbow or musically 
harmonious textures and passions But, regardless of the tvpe and/or 
style of music, all songs seem to have at least one thing in common, 
ihey all contain well-defined categories which function as repeatable 

patterns 

Sona Structure of today s wis 

a arc comprised of 

pattern and/or section combinations which act as building blocks for a 
complete song Tile following arc definitions and descriptions a! 
traditional sections found in a song. 


m HOOK 

Sometimes appearing at the end ol the verse, the hook is a phrase 
which repeals and/or is emphasized in the chorus section. This is the 
poruon of a song most remembered by the listener i lie song s title is 
very often located in the hook section, 

■ BRIDGE 

As the section which appears only once in a song, the bridge contains 
melody, chords, and lyrics. As the name implies, the bridge provides a 
change m musical direction between verses, or between verse and 
chorus Sometimes ns purpose is to prepare the listener lor a key 
change f modulation) and/or solo 

ABC’s of Sonq Form 

^ discuss a song s 

form, alphabet letter names are used to describe its sections For 
example, a song's form such as ABABCAB (A=verse, B=c hunts, and 
C=bndee> would be played as verse-chorus-verse-chorus-bndge-verse- 
chorus.. It's also possible to have alphabet letter names tor additional 
song sections such as the solo section and label them IX E, F, etc,. Lois 
of musicians use different alphabet letter names for a variety of 
different song sections Other musicians relcr to song sections simply 
as the verse, the bridge, the chorus, ele. So, always ask the band leader 
for his or her song description lor mat 


Demo’s 


Modem technology 
has time again 

ro\ ided musicians with unnecessary “tools m the lonn ot state-ol- 
K'-arl multi-track recording equipment suitable lor producing and 
ngineering one’s own music in the privacy t*l their home Sure, it > 
cool” to su back and listen to your musical creativity But, don’t 
xpeci these "home recordings” to reach the ears of those big lecoidmg 
ompanics. Those massive nationally recognized recording firms 
eceivc and dispose of literally 100’s of unsolicited demo tapes from 
wanna-he" musicians and songwriters on a daily basis Unfortunately, 
he “real” business dealings in the nuisie world are conducted by those 
,. ho know someone, who know someone, who know someone, etc. Of 
curse, this is not an unusual business practice The majority of all 
vorldvvide businesses including the food, automotive, medical and 
ports industries conduct business using this approach 

Jo, are your dreams to become a "star" completely unrealistic 1 ' Not by 
i long shot! When I had originally put tins book together, it was my 
mention to effectively "help" musicians reach their goals quickly and 
horoughly But. 1 soon discovered that it was just not feasible to 
idhcre to traditional concepts, ideas, and techniques for many music- 


related situations, For example, if you want to make a professional 
demo, then you’ll want to "lure” a professional record producer And, 
I’m not speaking about a local, part-time guy who owns a studio, is 
only open on weekends and evenings, and charges by the hour You 
need a producer with a successful track-record, a producer capable of 
producing your style and “sound of music 

So. how do you find these guys? Well it’s easier than you think Just 
look for the producer’s name on the list of credits found on your 
favorite LP’s, cassettes, and CD s The next step is to locate these 
producers Most successful producers have their own studios, and you 
can usually gel their addresses and telephone numbers from the record 
companies or from the musicians management team 

At this point you’ll need some outside help Gel someone who is 
capable of talking and negotiating willi these producers on your behalf 
Heavy-weiglit, in-demand produeers like Bob Rock. Todd Rmulgren. 

J.n Winding. Peter Wolf, and Desmond Child are normally booked ox. 
twelve, and twenty-four months in advance, and require a deposit 
Plus, you will w'ant 10 pay by the ■ project. 1 not by the hour It’s 
common lo do a one song project for SlO-Sl 5.000 00 But, il your 
produccr-of-choice agrees to do your project, he will mold you and 
your ’’sound” into a first class production The recording process w ill 
typically extend from one to six months, so the price pci hour Irom dial 
local studio lends not to be so attractive Plus, you’ll be generating die 
ultimate music production Upon the project s completion the 
producer will then market your music to his friends at those national 
record companies Be sure lo discuss these and all details with the 
producer prior to commitment 

One losl point. There are lots of excellent producers out there. so don r 
become frustrated if you re unable u* work with your producei ut- 
ehoice. Good luck 1 


Copyrights 


\s a professional 
musiLiaru ie s 


important to protect against unrestricted and uncompensated use ul 
your property The Library of Congress states the following 
"Copyright is a form of protection provided by the laws of the \ nued 
States (title 17, U S Code) to (he authors of "anginal works uf 
authorship" including literary, dramatic* musical, artistic, and certain 
olher intellectual works. This protection is available to both published 
and unpublished works Section 106 ot the Caps right Ait general 1 v 
cives the owner of enpv right the exclusive right to do and aulhi in a 
others to do the following. 


■ 7b reproduce the copyrighted work in copies or phonnreeoriK 

■ To prepare derivative works based upon the iop\righted work 

■ 7b distribute copies or phonorecords of the copyrighted vvork 
the public by sale or oilier transfer of ownership, or In rental lease, 
or lending, 

■ To perform the copyrighted work pubhciy\ m the case o| I iicran 
musical, dramatic, and choreographic uorks. pantomimes. and 
motion pictures and other audiovisual works, and 

■ 7b display the copyrighted work publicly* in the case ni hleiarv 
musical, dramatic, and choreographic works, pantomimes and 
pictorial, graphic, or sculptural works, mi hiding the individual 
images of a motion picture oi other audiovisual work 
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This is only the lip of ihc iceberg. Contact the address below or call 
their 24-hour-hotline lo request Form PA. The forms are free, bul there 
ts a small fee for the registration of completed forms. 


Copyright Otfice 
Library of Congress 
Washington, D.C. 20559-6000 
202-707-9100 (forms request 24-hour-hotline) 

202-707-3000 (to speak with a copyright information specialist) 

Record Companies w™ connect with 

1 a major label? The 

first rule is to only submit solicited recordings of your material Never 
mail demo tapes/CD's to record companies! Unsolicited recordings 
are typically bulk-erased on a daily basis. If a company listens to your 
material, they’ll only hear ihe first’5 seconds, fast forward and listen to 
another 5 seconds, and finally send your dream recording to the bulk 
erase room. These guys receive 1,000’s ol unsolicited tapes and CD's 
every year, and are in the business of selling music. They don't earn 
their bread and butter listening to music. 

After selecting an entertainment attorney or management firm to 
present your material to a record company, there's one last rule. You 
need a fan club mailing list! This is no joke. Even though it may 
sound old-fashioned and outdated, your fan club mailing list is your 
customer hose If you don't believe me, why not look over the credits 
on some of your favorite CD's and see if a mailing address for fan 
club/band info is available 7 How do you think a record company will 
react once they're presented with your mailing list of approximately 
10.000 potential customers waiting for your product? 

How do you put a fan dub mailing list together? Each time you play 
out. go from table to table and person to person during your break and 
ask for their honest opinion of your material. Be sure to say lhe 
following sentence when asking lor an opinion ’ Your opinion it ill 
make a difference !" These six words will put people on your side, and 
they 'll be more willing to offer their honest opinion Next, ask if they 
would like to be placed on your mailing list lor up-coming events and 
concerts. That’s all there is to it. Not only is it painless, but it could 
launch your career. As a successful musician, you need to form the 
habit of doing the ihings unsuccessful musicians won't do, It’s just as 
easy to form the habits of success, as it is to form the habits of failure. 


What products or 
services can you 

offer 7 Working as a musician is like any sell-employed person in a 
given field You offer a product or service, do the best job you can, and 
gather enough customers lo maintain a comfortable life Real-world 
musicians spend their life working in several areas of the music 
business Worthwhile occupations include teaching at home, in a music 
shop, in a school or university, roadie, touring and local gigs, acting as 
manager/agent, studio work, recording engineer, live sound 
reinforcement, writing and arranging for TV, radio, commercial and 
industrial films With effort and luck, you'll realize your goals Just 
give it some time. 

Note.. Don’t fall into a trap! Just because others are imitating past 
musical styles doesn’t mean you can't be successful performing your 
own stuff People may have stopped trying to be different simply 
because originality gets tn the way of mass-marketing yourself and 
your product. The Beatles didn’t listen to the critics, so why should 
you 7 If you want to do your music your way, do it 1 
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6 ASSIGNMENT 

ONE... Analyze at 

least five of your favorite songs by determining their song form; locate 
all song structure sections. 

ASSIGNMENT TWO. Write an original song on paper. Pomi-out the 
song form and all song structure sections. 

ASSIGNMENT THREE... “Song-of-the-Week." Record and analyze 
all assignments, 

ASSIGNMENT FOUR - Since you're a musician, you will always be 
asked to demonstrate your abilities, So, you'll need a prepared solo 
ready al all limes. Locate a few solo and chord sections from your 
sone-w ish-I-could-play-it-hst, and lean) to play them Your prepared 
solo should be performed flawlessly, and should be powerful enough to 
devastate your audiences. Prepared solos come in handy when 
auditioning for bands, impressing family and friends, and junctions as 
an incredible confidence-builder Plan to spend some serious practice 
lime “working-up" your prepared solo 



ASSIGNMENT FIVE . What “type" of music do you play ’ As a 
musician, you will be asked to describe your music. Be prepared to 
portray your musical style using a few descriptive adjectives, For 
example* if you’re a fusion pluyer, say something like l pUiy tight fisted 
fusion," “fusty fusion," or maybe “sleek fusion.” If you're a blues 
player, perhaps you could describe your style as “tangy blues," "wet 
blues." or even something like "moist blues. Don t Inrget, even lop- 
players use descriptive adjectives to describe their sounds. Eddie Van 
Halen describes Ins sound as the "brown sound. 


ASSIGNMENT SIX . It’s review time! Do you still want to learn at 
the speed-of-light and mercy-kill the competition with your guitar in 
less than a year ? If so, it's crucial lo maintain contact with the outside 
world Do not lock yourself in your room with your guitar! You 
should consider joining one or two bands Playing in a band at this 
stage should be done for fun and experience, not for financial reasons 

If you have not visited a local qualified music instructor this month, it’s 
time to set-up a private music lesson. Tile instructor can be a friend, 
music teacher in your school, local musician, or choir director at yout 
church. Outside "help” is required to reinforce all chapters found in 
this level! Plus, il\ crucial to thoroughly understand every thing found 
in the previous pages befiire moving-on to the next level. Don't ‘kid ’ 
yourself! Go and get some outside assistance! 

THE BOTTOM LINE,.. As you listen to songs on the radio, television 
compact disc, cassette, etc., try to visualize their song slructure. 
UudcrsUnding other musician’s song form techniques will help you to 
create smooth-flowing original songs and arrangements 

Don't forget to check Radical Rules (level 6) for practice schedules' 
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oloing 



E very musician 
wants lo solo! 
Maybe li’s in our 
blood... who really 
know s'* As a result, 
ihc majority of players 
really believe that 
soloing is extremely 
valuable So valuable 
(bat they actually 
devote 90% to 100% 


of their total practice lime lo the art-of-soloing. Unfortunately, in the 
real world, guitarists are asked to play rhythm parts 90% of the lime 
And, to be honest, 1 firmly believe that to be a hard-hitting soloing 
guitar hero, you need to be a crispy, razor-liot rhy thm player Hey, 
check-out the pummelmg rhythm guitar parts from Jimi Hendrix and 
Eddie Van Halen. They re absolutely bitchin'' Sure, l agree soloing is 
valuable, . but at what cost? 


IMPORTANT 


Be aware of how much time you devote to soloing 
versus rhythm playing during all practice sessions 


Many guitar solos 
tend to sound similar 
because guitarists/eerf from one another When guitar players hear 
another player who is better or different, they immediately want lo 
emulate the player's sound and style Sure, imitation is the sinccrest 
form of flattery! but it is definitely not creating any new musical styles 
or trademark sounds Hey, there’s nothing wrong with duplicating 
another musician’s style and sound, especially if you want to earn 
money as a hn/ig jukebox playing cover tunes. But, it it s your desire 
to build a new, highly personalized trademark style and sound, listen to 
other styles of music and other instruments For example. A1 DiMeola 
(one of the few guys who plays with both speed <ind finesse) really 
excels with a Spanish flare. From soaring, classically-influenced solo 
flights to flat-oul savage power, check-out what Yngwie J. Malmsicen 
does with scales normally reserved lor classical music Yngwic, by the 
way. is one of the few legitimate guitar virtuosos on our planet 



Alternate Picking : as you’re finding 

experienced player, picking can be a major hassle when playing the 
guitar. One reason two-handed tapping has become so popular is 
because you can obtain lightning-speed within a short period or 
practice time. Synchronization between frethand and picking-hand is 
one of the most difficult aspects of the guitar. But, it you’re just getting 
things together, and you’re looking for some picking Ups, check-out 
alternate picking. Sure, alternate picking is difficult Bui, (hen again, 
anything new is difficult. On the positive side, once alternate picking is 
mastered, your timing will really fall into place. The down-up-down-up 
motion of the picking-hand acts like a clock subdividing the beat and/or 
nuke Picking styles such as legato, circle picking, and sweep picking 
ofTer silky smooth sound and Iols ol speed, but you lose the ieelmg o 

physical time 

In many areas of the world, alternate picking is considered to be the 
ultimate picking style because each note pops like a 9mm machine-gun 
whenever vou strike a string; a tone uniquely dillerent when compared 
to sweeping tapping, hammering, and pulling Every note needs to be 
nercussivc!v attacked in order for It to snap, crackle, and pop Alternate 
picking is probably the most difficult picking style to master, and can 
best be equated tomnning. As you know, when people run hey 
normally alternate between the left foot and right loot. Thai is, left + 


right + left + right etc You don't run left + right + left + left + right! 
Two lefts produces slower running speeds. The same philosophy 
applies to alternate picking It's crucial to he aware ol every up and 
down motion of the pick in order not lo lose the feeling of ’"time” and 
slow your picking speed 


IMPORTANT 


Until alternate picking becomes natural, )ou must be 
aware of each and every stroke of the pick. For fast results, every 
single-note /me performed should be alternately picked. The word 
M hnc ,v is the musical term for solo or melody tine. Specific sequences 
utilizing alternate picking can be found in Radical Rules (level 6) 


Thumb + Index Finger s °» y° u ^ 10 bc a 

r speed-picking 

monster? There seems to be a common trail between players that can 
pick fast, and those who caif L And, it makes no difference how you 
hold your pick or how your picking-hand connects to the guitar Uttra- 
important is not to move the joints in the thumb and index finger of 
your picking-hand. These must remain rigid at all limes during the 
take-no-prisoners speed-picking runs 


IMPORTANT 
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Do not move the joints in the thumb and index finger 

, ^ ^_I ' ■ ^ ._I II lit Ut 


Wrist, Forearm, Elbow y™ wi ”aisoM 

1 7 that as your 

metronome mark (mm) increases, the picking motion seems to extend 
from the wrist, forearm, and elbow The wrist moves in a downwards 
direction and then returns So. the actual picking is achieved through 
this wrist motion Unlocked wrist motion seems to provide the fluency 
and flexibility required for slow tempo and medium tempo playing 

Higher speeds offer a different picking motion. As you move from 
impulse power lo warp drive, say sixteenth notes at tempos above 
145mm. the wrist automatically becomes locked The picking motion 
now comes from the forearm and elbow 


IMPORTANT 


— Learn to play with an unlocked relaxed wnst during 
slow' lo medium speeds The wrist will naturally lock itsell at high¬ 
speed laser-hot playing tempos above 145mm using sixteenth notes. 
Do not attempt to play slow and medium speeds with a locked wrist! 
A locked wnst with slow to medium speeds will not work, unless 

.iILihi nl irml I 
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Muting 


The term muting is 
used to describe a 


picking technique which does not allow strings or overtones to ring 
and/or"bleed into one another, Essentially, you must do whatever it 
lakes to prevent string ringing and unnecessary noise. A combination 
of both hands is used! But, the picking-hand tends to perlorm most ol 
the muling or dampening. 1 mute by using the palm and/or heel ol my 
picking-band rested on the bridge at the point where the strings cross 
the bridge Tins gives me the tight and clean attack prevalent in my 
guitar’s tone Plus, when pushed through a ■stack," it tends to add 
aggression and strength to the tone. The silent art-of-nmhng must be 
mastered by all guitarists 


Sound 


The sound is always 
first and foremost 1 


Technique is secondary. But, good technique does help to make you 


play and sound better Think about it! Alter seeing an incredible 
monster musician shredding on stage, do people talk about bis or her 
sound and songs, or to they discuss how the guitarist holds the pick, or 
does the performer play legato or sweep pick, or did the performer play 
faster than 165mm in 16th notes? Why do you think audiences always 
say "the band sounded great?” Sound is the name of the game! The 
audience is interested only in the sound They are not interested in a 
musician’s metronome marking (mm). 



Now is the time to 
decide whether you 


will perform w ith your instrument while standing or sitting. Most 
players practice in a very relaxed state That is, the majority <4 players 
!w/ while practicing their axes. Unfortunately, these same players arc 
actually intending to perform while standing with their instrument 
This is a BIG mistake! The angle of your hands anil arms will 
change each and every- time the body assumes a new position Why do 
you think jazz and fusion players perform while standing with their 
guitars placed at very high positions on their bodies'’ I've seen many 
guitar players bum while sitting. Bui, os soon as they stand and lower 
The instrument s angle in relationship to their body, they crash and lose 
everything learned during those hours of misapplied practice Keep 
those angles the same! Don’t "kid" yourself into believing different 
positions will not affect your playing. The entire purpose of Radical 
Rules is to maintain consistent i and repetition. So. decide what your 
image as a musician will be (whether you place your instrument around 
your knees, stomach, or upper chest) if it’s your intention to perform 
while standing, silting, or lying fiat on the ground practice in the 
same position as your intended performance! 


Systems 


Creating j ne\t st> le 
or recreating an 


existing one, means ihc i^e of systems ( lc methods or strategies u^ed 
to nuke an instrument understandable and playable l They add 1 vie 1 to 
creativity and safeguard the musician from repeating musical phrases 
Using more titan one system guarantees the prevention ol predictable 
boring music. Systems are detailed in Radical Rules \ level Ni 


Soloing vs Money 


Do you want to 
"crank* and p1a> 


fast ’ Want to make money playing your instrument 1 There seems n> 
be an unwritten law stating the faster and more complicated you play, 
the less money you make. Check-out all of the incredible speed, skill, 
and technique that jazz and fusion players possess, ihen check out their 
bank accounts. Next, look at players like Boh Dylan, Keith Richards 
and the guys in Def Leppard Let’s lace it. these guys arc not known 
for playing sixteenth notes at 175mm But, check out then bank 
accounts! Sure, it's okay if you believe in stars mg for one s art Bui 
you need food and a place to sleep Phrasing, not technique, can make 
die difference between making a fixing with music or welfare cheeks 

Phrasing - SSS 
Fast & Complicated = ” ’ 


IMPORTANT 


Downstroke/Upstroke 


If s 1 1 mu lo solid 
But* what scale do 
von use' 7 Example 7-B is in the key of C major, and the C major scale 
will work within this key Since the C major scale is diutomt to the 
key of C major the C major scale is said to lie inside Playing scales 
with notes not completely diatonic to the key center are said to be 
outside. So, when playing a ( major scale for the chord chan below, 
you can say something like “during my solo I’ll play Tills w i 

let musicians around you ieel thai you really know what s happening 

































Example 7-li is a 15 Bar Blues that also includes solo notation anti 
TAB. The solo is \ery simple in order not to frustrate you Notation 
and TAB ate shown with the intention of forcing you to read only TAB 
and not notation. When you first look at example 7-li you will see the 
words "picking" and ''fingers " “Picking" is the designated area in both 
music notation and TAB showing actual picking direction The symbol 
“ PI" refers to dvw/istmkes, or picking in a downwards and to the floor 
direction. The symbol " V *’ refers to upstrokes, or picking m an 
upwards and to the head and face. “Fingers’ refer to I he numbered 
fingers on your frelhand, and is defined as follows: 


index finger 
middle finger 
ring linger 
baby finger 


= 1 

_ 2 
= 3 
= 4 


Example 7-A shows the patterns used in performing the solo for 
example 7-li Two discrete patterns are employed for this solo {up-the- 
scale uses the Ionian 3nps pattern, down-the-scale uses the URMSP 
pattern>. This combination of patterns presents a very comfortable 
playing situation for my frelhand and picking-hand The objective is to 
scek-out patterns and naliern combinations that work for you l 


Example 7-A 
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Down-the-Scale Pattern = URMSP 
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IMPORTANT 


_I To improve picking technique, pick everything ultra- 

hard, loud, and with 100** concentration and determination, ' Loud' 1 
refers to the strength and overall output volume of your picking 
technique It does not mean to 1 ‘crank-up TT your amp. 

The solo in example 7-B is a sequence usmg groups of 4. Both modulal 
and generic in nature, tins sequence can be plugged-in and used in all 
of your songs, either as a chord fill or in an actual solo You only need 
to slide the root and pattern to fit the correct key center. The solo in 
example 7-B is qoi a picking exercise Personally, I don't believe in 
practicing things that can't be used in one's music Groups ol 4 
sequences sound great at slow, medium„ and last speeds, and rule in all 
styles of mustc. 


Example 7-B 

15 Bar Blues Progression with Groups of 4 


hey of C rnsfar 


Picking 


c 

n 


,|i j j i •' 

flnjjcr* 12 4 1 

=; i 5E -1 i 

: j i ; - p-J / J - - 

4 12 * I -3-_ *— 

rr— — r , — j 

ts , 3 

" -jP-t— 7 - - 



1 5 1 _ 1 * — 1 —J- 

m j j j i 

t} 

Finger* 1 2 _4 j 

1 ; J - 

m 9 

- ---—- ------I- 

2 4 11 

i - r r 

-—- - pr_L. 

4 1 14 

r _ 4 - 1 


-y— 4— fi— -3— 

; 3 5 



-4 =j = 


a 

J 

— 4— 

\ * * + 

j 1 4 1 

14 11 

4 = : 

V 

FJrKftn i 

2 4 1 1 

B 1 4 

1 -- 1 

I a 


Tz?.- 

: 1 


Picking 


i 


$ 


t 

S I 

! * 

■ 


FirvgiM-B 


F 

n 

-L7 

m 

A 

7 


11 


G 

m 


m 

2 

6 


\ r. 


a \ 


4 

1 


* 

4 


4 

2 


fc_ _ 1 

L __._4—-l 





Er! 

1_-i- ; 

L_. 

0 

f_« 

J 


1 

* 

* 3 

2 _1 

1 


3 




•3 





I 


6 

% 


c 

Picking. ^ 

t 

F i njjsri 4 


0 

2 


n \ 


f f 

[Sl'tJtj] 


It 


F G 

r \ h \ 

A f 04 

6 3 2 


is 


C 

n 


o 

7 


Take a Solo! Okay, so you're 

jammin' a song wiift 

your friends and it's time lor you to solo The big question .. what 
notes do you play? After some discussions with G LT rock department 
head, world-tour recording artist and Iriend Paul Hanson, we developed 
a ijuick-quesuon-answer soloing policy to aid in most soloing 
situations. When it's time to solo, answer and apply the following 
questions and directions. 

■ t) Determine the key center 

■ 2) Is it a major key or motor key 7 Y'es Virginia, there are minor 
keys! (By the way, we have only discussed the key of C major) 

■ 3) What are x\it functioning chords within this key? That is, what 
chords are I, II, HI, IV, V, VI. and VII? (Radical Rules level 3) 

■ 4) What scales are available for this key 9 

■ 5) bind the pentttionics inside of these scales 


Homework/Chapter 7 


ASSIGNMENT 
ONE . Write on 
paper and perform an original solo using the chord chart/music 
notation/TAB format demonstrated in example 7-li. Your song should 
include all finger numbers and picking symbols. Keep the solo simpl, 
until you’re completely familiar with the art-of-transcribing l sv .1 
metronome, tap your foot, and count aloud If you desire to hecorik 
the next fretboard “wizard", sing every note when performing all m • 

ASSIGNMENT TWO .. Sketch a fretboard diagram of the pattern 
shape, and/or pattern combination used for the above solo and e\pl.ii 

ASSIGNMENT THREE . “Song-of-the-Week ' Do it for one «eek' 

THE BOTTOM LINE. - Understand how to read/write chord chart 
music notation, and TAB Know patterns and shapes over \an.ms L 
centers. It's mega-tmponani to decide how you will perform u .c 
sitting or standing); incorporate it in your daily practice routine 
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Notation 

Values 


O kay. let's anah 
the length of tin 
or duration of musica 
notes The stem ol 
note and the black 
white color determin 
the duration 11 e w**- 
lone a note will 
sustain). This length 
of lime or dural n r 
expressed in term 
beats and/or tuvii 
of one beat 


Music would be boring if the rhythm or groove was always the sjm 
In today's music, there are five common note values. The firsi is ih. 
w hole note , and sustains for four beats m 4/4 time The halt non. 1 
for two beats The quarter note lasts for one beat the eighth non 1 
for a half beat and the sixteenth note sustains a quarter fie b4i l«i 
beat. The best method for remembering values is to recall your d,s 
grade school math class when fractions were discussed. Nok \alm 
are a method of subdividing the beat into fractions of one beat 
Example <SM demonstrates symbols used to indicate rhyihnm wilu 


Example 8-A 
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Whole Note Hall Note Quarter Note Eighth Note Slileehth ■■ 


Beam 


hxampu N n 
more than on 

m|te or sixteenth note together using a beam Beams indicate n 
music reader that a series of eighth noies/sixteemh notes are 


Example E-B 
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LEVEL 2 - At a re Bush s 
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Rest There also exists for 

ihe musician and 

songwriter a symbol lo represent no sound. The symbol for measured 
silence is rest. Rests correspond to every note value in that they are the 
equivalent lime value of silence Example 8-C shows the rest, both 
symbol and value. 


Example 8-C 


* 


* 

/ 


Whole Res! Half Real Quarter Rest Eighth Rest Sixteenth Rest 


Counting 


Example 8-D 
explains how to 

count rhythmic notational values. These are the fundamentals, so 
spend some serious time familiarizing yourself with the how’s and 
why’s of counting. This will reinforce your sense of time, and get you 
feeling the pulse of a song. 

Example 8-D 
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r^z-ste All five basic 

rhythmic notational 

values may be .nereased by cue half Itair value <* 

,j ot For example, a dotted half note would receive 3 beats, or the ^ 

total time value of I half note plus I quarter note A dotted quartet note 
would get M/2 beats, or the total time value or 1 quarter note plus 
e,gh'b note And so on Exompk S-E depias a few doped notes 


Example 8-E 
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Triplets and Ties 


Other rhythmic 
devices commonly 
used are triplets and ties. Triplets are three notes played in the time 
space normally allocated for two notes For example, eighth note 
triplets would be played in the time space of 2 eighth notes. Quarter 
note triplets are played in ihe time space of 2 quarter notes. Example 8- 
F shows tnpleis designated with a bracket and the number "3 " 

A tie is used to connect or ’ lie" two or more notes of the same pitch 
together so that the second note or notes are only sustained and not 
rcarticulated The duration of susiain is equal to the combined total 
time value of tied notes Don't confuse ties with phrase marks or slurs. 

There is difference f 


Example 8-F 
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Time Signature 


The way in which 
notes relate to the 
meter (or beat) is determined by the numerical fraction located at the 
beginning of a piece of sheet music, and is referred to as the time 
signature- The top number in the time signature tells how many beats 
per har or measure The bottom number defines the value o! one beat 
For example, the most common time signature is 4/4 (pronounced 
"four-four time”). The top number says there are 4 beats per measure 
The bottom number tells you that each one beat has a value ol 4 or 1/4, 
and is a quarter note 4/4 time is normally referred to as common tunc. 
and is sometimes represented by the symbol ’* C ■ bee Em nnple S-G 

Example 8-G 

Time Signature top number determines now mnny bcslM per measure 



Homework/Chapter 8 


ASSIGNMENT 
ONE Write on 


paper and perform an original solo using the rhythmic notation value*, 
found in tins chapter. Include rests, dots, and beams. Keep the solo 
simple 1 As you perform your song, use a metronome, lap your loot, 
and count or sing aloud Always practice with the same guitar tone as 
your intended performance 

ASSIGNMENT TWO. Draw a diagram of the pattern, shape, or 
pattern combination used lo create the above original solo and explain 

ASSIGNMENT THREE.. "Song-of-the-Week ” Transcribe the 
inelodv and/or solo section of a song and leum to play n Transcribing 
is your “ticket” to song analysis, killer chops, and mind-boggling 
technique Get it in writing if you want io master your instrumem Do 
it for one week before continuing to the next chapter 

THE BOTTOM LINE . Understand how to read and write rhythmic 
notation values. When writing music notation, the proper direction ol a 
note's stem is determined by the note's placement on a ■'tail For 
example, notes placed below the middle line have their stems going up 
Notes placed above the center line have iheir stem*, going dow n. Stem 
direction for notes placed on the the center line is optional 


IMPORTANT 


This chapter on notation values is only a quick 
review lo allow beginning musicians to become familiar with ihe basics 
of music terminology Radical Rules ismta substitute for formal 
music education! t strongly recommend that all new musicians take a 
class w ith a competent teacher to become familiar with the sound ol all 
musical symbols found m this chapter Any music teacher of any 
musical instrument would be a uood choice as an instructor, as long a* 
he or she is not living in the Dark Ages A relative, friend, or even the 
music teacher in your local school could quality as a worthy instructor 



T he 1 
Die 



'he Harvard Briel 
cuonary ol 

Music slates "Ac fiord 
is the simultaneous 
sounding of three or 
more tones Two 
simultaneous tones are 
considered an mtenal 
rather than a chord 
As discussed m 
Radical Rules (level 
1) chords are formed 
by using every other 
note or lone ol a 

diatonic scale. Diatonic means lone:, or notes confined to a parlKular 
scale, and do not include chromatic tones or notes flic name ol a 
chord comes from its root. For example, the root of a '(' major chord 

is "C,” the root of a "F’major chord is “F,” and the root oi a (< major 

chord is “G ” The foundation for all chords is the basn. mnJ chord 
the name implies a triad chord consists of three discrete tone- ot 
notes . the root (1), the third (3). and the fifth i ? i Example 9 \ sin ns s 


Traditional 

Chords 


Time Signoluro bottom number determines Itte value ol each one beal ^ ^ m;( j or ^ hovv )0 ctms ’tnlCt ihe C major triad chord 


IMPORTANT 


_ Chords are constructed by using even, other note of a 

diatonic scale Additional information concerning chord construction 
will be discussed in Radical Rules (level 3) 


Common Tlmo symbol replaces iho 4/4 lime aignalurc 
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Example 9~A' 


C Major Scale 
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Scal'd Deg roe ■ 


One of the firs! steps 
towards improvising 
and composing is chord voicing* Have you ever been told that in your 
favorite song by Desmond Child (songwriter and producer for acts like 
Bon Jovi, Cher, and Alice Cooper) the guitarist plays a C major chord * 
But, every’ time you play yourC major chord, n just doesn't have that 
same magical blend of notes heard on the compact disc. The reason is 
because the guitarist on CD is playing a particular arrangement of 
notes for his or her C major chord This arrangement of notes for a 
chord is referred to as voicing. No rules exist which say a C major 
chord must be played as 1-3-5, (By the way, the first number is always 
the lowest-pitched note in a chord, the second note is die next higher- 
piiched note, and so on,) Chords can be voiced in every imaginable 
way.,, 1-3-5,3-1-5* 5-1-3,5-1, 1-5, etc,. You don’t even need to play 
all available notes,. because there are no Music Police! 



This is our first 4- 
note chord, and is 
probably the most popular chord shape m use today Look closely and 
you’ll see our favorite triad chord shape in the three higher-pitched 
notes The new addition is die low note, and is, m fact, the mat of the 
chord It is now possible for us to find chords by using our index finger 
as a locator (i,c use the suggested fingering, locate the root of the 
chord with your index finger, play the chord’s shape) Whenever a 
motorist asks,,. Where *s the next gas station ? , you always respond by 
raising your arm and pointing in the proper direction with your index 
finger. Using die index finger to locate and find things is a very natural 
tendency. So, it makes a lot of sense why this chord voicing is used by 
the majority of players. Example 9-B shows the C major, F major, and 
G major chords voiced 1-5-1-3. 
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Power Chords Il’s lime (o look ji 

ihc most popular 

chord voicing used in modern music . the power chord. As its name 
implies, the characteristic sound of this chord is strong and powerful 
with toads of attitude (i.e a breathy-crunch that sounds incredible) , 
addition, the shape is simple, fast, and easy to play. Also called an 
open fifth or open third, you'll find this awesome two-note d/ad chord 
shape used in all types of music. It sounds great cranked through a 
"stack,” finger-picked on an acoustic, and even fits on an electric 
played clean. Voicing for the power chord is 1-5, and us mveiaon s i 
The elimination of the 3rd is what creates the kick-ass, smooth open 
sound. Due to its voicing, power chords are what I refer to as imurui 
chords or neuter chords. In other words, the quality of these chords i 
neither major nor minor due to the absence of the 3rd. As a result the 
meal-and-potatoes power chord can be used almost exclusively 
throughout a harmonized scale, adjusting only the 5th when ncccssar 

Example 9-C demonstrates the C. F. and G power chords. As 
previously discussed and shown in example 9-A and example 9 li 
chords are formed from diatonic major scales This same principle 
applies equally to the power chord. 
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Homework/Chapter 9 ^^cnment 

pitpcr and perform a very simple solo over ihe 1 2 Bar Blues in the kc\ 
or e using rhythmic notation values Include rest, dots, and beams. 
Use a metronome, tap your fool, and count or sine aloud Draw a 
frelboaid diagram showing ibe major scale pattern used to create your 
original solo and explain (i e. maybe it's your comfort-zone pattern or 
pattern combination) 

ASSIGNMENT TWO. As you play through the 12 Bar Blues for the 
above solo, play chord voicing l-5-1-3 for ail chords Next, play the 
power chord voicing 1-5 for all chords Finally, play the power chord 
inversion voicing 5-1 tor all chords 

ASSIGNMENT THREE . “Song-of-ihc-Wcek " Do it and record it! 

THE BOTTOM LINE . Be able to flip-flop between chord voicings I 
5-1-3. 1-5, and 5-1 at will 


IMPORTANT 


power chord voicing = 1-5 
inversion voicing = 5-1 


As with all chapters, do this chapter fur one week! If you think you re 
different and can fool Mother Nature, think again It lakes time to 
develop motor skills and long-term memory 



More 

Traditional 

Chords 


I t you lake a normal 
1-3-5 chord voicing 
and add the 7th 
degree, you have 
created a diatonic 
seventh thord. These 
chords add another 
dimension to ihe 
traditional In ad chord 
The 7th adds u mkm 
to the chords overall 
texture As a matter ol 
fact, whenever you 
hear a seventh chord 
your ears notify your 
brain that "you're mm 
entering (he 

jazz/fitston zone." Specific chords seem to “fif specific styles of 
music. When listening to country, swing, or gospel, specific chords are 
used to make the style “happen.'’ Metal features power chords 
screamin’ through a •’stack." and seventh chords arc used m ia/z amJ 
t us ton So, when you need to add some shades of jazz or tusion u> your 
next sonc, reach for a seventh chord 


IMPORTANT 


___ Diatonic seventh chords are four note chords, and 

consist of root, third degree, fifth degree, and seventh degree tones 

Nondiatonic Chords a» and 

chords are 

constructed by using formulas. Tins makes life a little easier when 
attempting to * build' sounds and h^npomes As you haw seen, the 
major scale formula is 2-2-1-2-2-2-1 The major mad formula is 1-3-5, 
And, the major seventh chord formula is I-3-5-7 Alt o{ these tornui as 
consist of diatonic notes But, what happens when a noiuiuuonu note 
appears? Example 10-A demonstrates the C major 7 (Cmaj71 voicing 
I-5-7-3 F major 7 (Fmaj7) voicing I-5-7-3, and (i dominant 7 (Cj/) 
voiemu KH7-3 chords. The G7 (pronounced. 'G dominant T) chord 
is our first nondiatonic chord, A nonduiumic chord is one which docs 
not contain all diatonic notes. In other words, the . th degree in a (* 
major scale is not diatonic to ihe “pare nr C major scale Fhis 7th 
decree must be reduced in order to “fit” into the diatonic ( major scale 


Example W-A 

C Major Sonin 
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The first step for creating a dominant 7 chord Is to know the chord’s 
formula. Next, we must do whatever the formula specifies. In this 
instance, we have a G dominant 7 chord (G7) formula l-5-[,7-3. Wc 
must use the G major scale (because, since G is the alphabet letter 
name of the G7 chord, the note G also acts as the root of the chord) and 
do as specified by the chord formula So. take the notes or scale 
degrees 1-3-5-7 of the G major scale and "fiat" the 7th degree, just as 
the chord formula specifies That is. you need to reduce or lower (he 
7 th degree by one freL. 


G Major Scale 


G Dominant 7 Chord 

voicing 1-& *7-3 
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8 I 


o 

8 
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IMPORTANT 


The dominant 7 chord formula contains a j,7 
(pronounced "fiat V) This 1,7 is not diatonic to the G major scale. To 
meet the dominant 7 chord formula, you must reduce or lower the 7th 
decree (F#) found in the G major scale by a halt-step Or, in other 
words, you must lower the 7th degree by one fret When the 7th degree 
(FS) is lowered by a half-step (or lowered one fret), it becomes I-q 
(pronounced; **F natural"). You have actually changed the 7th degree 
note <Fi|) to make it fit into the “parent" scale For this example, the L 
major scale is the 'parent" scale, and the (,7 (F) of the G major scale is 
diatonic to the “parent” C major scale 


Example 10-B below shows die 12 Bar Blues with seventh chords 
Give it a shot! 

Example) 10-B 

12 Bar Blues 
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10 ASSIGNMENT 
ONE., Write on 

paper and perform an original solo over the 12 Bar Blues in the key nt 
C major using notation, TAB. and seventh chords. Be sure to include 
mckma-direciion indicators and finger numbers Don t lorget to 

1 j , j t__ L F A.in tkii enlrt ctmnl^l A l£ VA11 IViTflfm 


ASSIGNMENT TWO. . Draw a frelboard diagram showing the major 
scale pattern or pattern combination used to create above original solo 

and explain. 


ASSIGNMENT THREE .. “Song-of-lhc-Week.” Select a song, learn 
to play it, and repeat all assignments for one week! 


ASSIGNMENT FOUR. . Record the above assignments Listen turtle 
record ms and see il you’re playing clean and in 1 1 me. 

ASSIGNMENT nVE . It’s review time' If you want to learn quickly 
it’s crucial to maintain contact with the outside world. So, don't lock 
yourself in your room with your guitar! (Maybe you could join one • 
two bands?) If you have not visited a local qualified music instructor 
this month, it’s time to set-up a private music lesson The instructor 
can be a friend, music teacher at your neighborhood school, local 
musician, or choir director at your church Outside “ help ” is required 
to reinforce all chapters found in this level l Plus, it s crucial to 
thoroughly understand everything found in the previous pages hefinr 
moving-on to the next level. If you re not willing to do this, maybe ■ 
should find another profession or hobby. 


THE BOTTOM LINE . Get the “sound" of seventh chords into your 
ears. eyes, and brain’ Then, whenever you need the seventh chord 
“sound" in one of your progressions, just plug it in. 


To increase speed and pursue speed-picking, it s 
mandatory' to find a balance between perfection and pushmp-iht tunc 
Always set your metronome 5, 10 or 20 bprn higher than your best n 
for a few minutes, and then return to a nn-nnstakes metronome speed 
(i e. constantly flip-flop between these two speeds). Sure, you'll rtu-. 
mistakes and play somewhat out-of-control. But, you need to "pu>h 
yourself without losing sight of perfection il you want to develop 
higher picking speeds You need to push the envelope! 

Chords are constructed using every other note or > 
of a diatonic scale, unless you need to alter or change the quality ot 
chord. To alter or change the quality of the chord, adhere to the 
formula and alter (if required by the chord formula) the uppropmu 
degree or degrees of the diatonic scale accordingly 


IMPORTANT 


IMPORTANT 
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Harmonized 

Diatonic 

Scales 


with writer's block by 

admitting they don't have the talent to create respectable music. WdU 
hold on licht to your guitar because as soon as you read the tollowing 
panes, you too will become a song writ ing mercenary from planet earth 


E ach lime you hear 
one ol your 
favorite songs, there 
seems to be a magical 
blend of chords 
(harmony), melody, 
and soloing 
Everything tils 
perfectly! Do 
songwriters really 
have a natural talent ? 
Or, did they just do a 
little y<j/j£ analysts 
homework 9 Many 
songwriters and 
musicians struggle 


Numbers vs Alphabet 


You ha\e seen the 
major scale 

described in several ways the '"Do, Re, Me’ scale. With alphabet 
letter names A, B, C, etc , and e\en with cardinal numbers using Arabic 
symbols I, 2, 3, etc., Yeah, it sounds somewhat redundant, hut you 
have plenty of "cool" options when it comes time to describe your 
music to someone Personally 1 tend to think of v\ hat 1 play in terms ol 
numbers. Numbers seem to function somewhat more genencally v And t 
as a general consensus, most' pro musicians work in numheis (Hey, 
didn’t I read somew here that the human brain functions the same as a 
computer? And, don't computers utilize a numerical system 1 ) The 
alphabet system and number system both work. Do some 
experimentation and select the system that works most comfortably lor 
\ou, because you need to develop the ability to analyze, describe, and 
understand everything you play quickly and accurately. 


Parent Scale Harmony 


Each scale degiee or 
tone of the “parent" 

scale has the possibility to become the root of a chord Chords are then 
constructed using every other note of the “parent" scale 1 his 
combination of diatonic tones or notes is referred to as ^ 

scale Since seven notes exist in the major scale, seven possible chords 
are available to fit inside this “parent" scale Each ol die seven chords 
consist of the exact same notes as those iound in the parent maj 
scale So. each tunc you hear your favorite song you have the 
possibility for only seven notes and only seven chords from wtyctito 
choose -unless you change the key center (modulation) and/or alter 
the chords, and/or extend the chords, and/or substitute the c hords 
Once you know the key center ( t.e the key of the song), then you also 
know the seven possible chords and the seven possible melody/solo 
noS available to you Essentially, that’s all there is to finding chords 
and notes that blend together for song construction 

For example take the C major scale tones C D-E-F-G-A-B. Next, use 
each one of these seven tones for the root of a chord. That is. y° u „ now 
have some kind of C chord, some kind ol 1> chord, some kmd ol b 
chord some kind of F chord, some kind o( G chord, some kind of A 

Coni and 

Id make these adjustments. 


Roman Numeral System n« o n \ y do chords 

J oi the harmonized 

major scale have formula names, but they are also referred to as Homan 
numeral k Example 11-A is a textbook-style chart showing Roman 
numeral chord quality, formula, and standard chord abhrev iauon lor 
the major scale harmonized with triad chords. Example I /-fl shows the 
same, hut with the addition of C major scale notes. The "pro 1 music 
world uses the Roman numeral system to analyze songs So, if you re 
really serious about music, familiarity with this system will dehnitcly 
add horsepower to your musicianship 


Exnmpio n-A 

Harmonized Major Scale 

triad Chord! 


Roman Numeral 

\ 

Chord Quality 

Formula 

Roman Numeral 
+ 

Chord Quality 

1 

Major 

1-3-5 

Imnj 

11 

Minor 

1--3-5 

llm 

111 

Minor 

1 --3-5 

Him 

IV 

Major 

1-3-5 

iVmai 

V 

Major 

1-3-5 

Vma| 

VI 

Minor 

1 -*3-5 

Vim 

VII 

Diminished 

1->3- 5 

Vlldim 


Example 11-B 

Harmonized C Major Scale 

jrtjid chord! 


Roman Numeral 

Chord Quality 

l=C 

C Major 

IUD 

D Minor 

III—E 

E Minor 

IV=F 

F Major 

V-G 

G Major 

Vl=A 

A Minor 

VII=B 

D Diminished 



Roman Numeral 

Formula 

+ 

Chord Quality 

1 3-5 = C-E-G 

Imaj = Cmaj 

1-3-5 = O-F-A 

llm - Dm 

1-sD-5 = E-G B 

Him - Em 

1-3-5 — F-*A->C 

IVmaj = Fmaj 

1-3-5 - G-B-D 

Vmaj = Gmaj 

1-3-5 - A^C-E 

Vim = Am 

1 -"3-5 = B-D-F 

Vlldim - Bdlm 


Harmonized Major Scale 

scale harmonized with triad chords Take this opportunity to review 
traditional chord construction, because harmonizing the major scale i> 
exactly the same concept This is not new material! At first glance, 
music theory seems to be overwhelming and complicated But, only 
understand a few basic concepts, and then everything begins to repeat. 
Formulas and terminology change, but the concepts remain intact 

As mentioned earlier, chords are constructed by using every other note 
of a diatonic scale, unless the scale has been altered. The name ol he 
chord comes from the root of the chord As a result, you must use the 
diatonic scale and chord formula designated by the name of the chord 
and its root The following are the recommended questions, answers, 
and procedures for chord construction: 

■ 1) What is the alphabet name ol the chord ? 

■ 2) This alphabet name is the root of the chord 

■ 31 This root ts the 1st degree or tunic ol die same major scale 

■ 4) What are the member notes ol this major scale? 

■ 5) Use every oilier member note or scale degree in this major 

stale for chord construction „ . , 

■ f.t ah mt.mhi'rmiics must “til into the parent scale 


For the following examples, “C” major is the ’parent" scale because we 
are actually harmonizing the “C major scale. Plus, whenever 
necessary member notes and scale degrees must be altered and/or 
ad lit sled to “fit” into the “parent” scale. The resulting scale degrees 
will determine the chord’s quality (i.e. major, minor, diminished, 
etc ) Example I l-C applics the 6 questions, answers, and procedures 
for each of the seven C major scale degrees harmonized with triads. 


Chord Construction 


■ I ) What is alphabet name of the chord'’ answer “C 

■ 2) Alphabet name is root of chord “C is the chord s root 

■ 3) Tins root is the 1st degree of the same major scale “C is the 1 st 
degree of the C major scale 

■ 4) What are the member notes of this major scale. The member 

notes for the C major scale are C-D-E-F-G-A-B 

■ 5) Use every other scale degree or member note in this major scale 

for chord ton struct ion: 1-3-5- C-E-G. 

■ 6) All member notes must it into the parent scale. For this 
example. ‘ C” major is the “parent' scale because we're harmonizin' 
the “C” major scale Member notes C-E-G already “fit" into the 
“•v.rrnr* s £ nk\ so no adiustine OI altering is required The result 


ig 


Example 11 C 


C Major Chord Construction 

C Major Scale 


Scale Degrees 
13 5 


Major Chord 
Scale Degree 
Formula 

1-3-5 
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■ 1) Whiu is alphabet name of the chord? answer: “D" 

■ 2) Alphabet name is root of chord. “D" is the chord’s root. 

■ 3) This root is the 1st degree of the same major scale. “D is the 1st 

degree of the D major scale „ 

■ 4) What arc the member notes of this major scale. The member 

notes for the D major scale arc D-B-Fjl-G-A-B-Cf, 

■ 5) Use every other scale degree or member note in ibis major scale 

for chord construction: 1-3-5 = D-Fjt-A, 

■ 61 All member notes must "fit” into the “parent” scale'. For this 
example, “C" major is the “parent" scale because we are harmonizing 

the “C” major scale. 

There is no Fj| in the C major scale! To “fit" into the “parent" scale, 
the 3rd degree F(t needs to be reduced or altered downwards by a half- 
step to F. so “flat” the 3rd degree. The resulting adjusted and/or altered 
scale degrees are l-(,3-5 and match the minor chord formula 


Example 11-C continued 


D Minor Chord Construction 

D Major Seale 
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Seale Degrees 
1 *3-5 


Minor Chord 
Scale Degree 
Formula 
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D Minor Chord 
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Chord Construction (Em) 

■ 1) What is alphabet name of the chord? answer: “E* 

■ 2) Alphabet name is root of chord. “E” is the chord s root 

■ 3) This root is the 1st degree of the same major scale, b is l l 

degree of the E major scale, , „„ mKBr 

■ 4j What are the member notes of this major scale The memo 

notes for the E major scale arc E-Fg-Gjf-A-B-Cit-D# 

■ 5) Use every other scale degree or member note in this major scale 

for chord construction 1-3-5 = E-Gjj-B. t • 

■ 6) All member notes must Tit” into the parent scale C J 
the “parent” scale because we are harmonizing the *C major scale 

There is no G# in the C major scale! To Tit” into the "parent scale 
the 3rd degree Gji needs to be reduced or altered downwards by a nait- 
step to G, so "Hat” the 3rd degree The resulting adjusted and/or 

> i * k i c Hind mntfilk ilifk rnitinr rlif'itT! fOrTTlUJii 


Example If-C continued 


E Minor Chord Construction 

E Major Scale 


Scale Degrees 
1*3-5 
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Scale Degree 
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Chord Construction (Fmaj) 


■ l\ What is alphabet name of the chord? answer **F’ 

5 2 Alphabet name is root of chord. “F is the chord s root. 

■ 3) This root is the I st degree of the same major scale T is tin. I s 

t' ^Wha^the^mbw notes of this major scale? The member 
for the F major scale arc F-G-A-B^-C-D-E. 

■ 51 Use every other scale degree or member note in this major scale 

for chord construction: 1-3-5 = F-A-C , . c 

■ 6) All member notes must “fit” into the ‘ parent scale! For this 

cviinole “C" major is the "parent” scale because we are harmom/ing 
the "C" major scale. Member notes F-A-C already "hi into lhc 
__..>• nn siHmstiner or alterine is requ"-^ 1 Th '* ri ’s"'i 




Example ll-C continued; 


F Major Chord Construction 

F Major Scale 
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■ I) Whitt is alphabet name of Hie chord 7 answer: "G’ 

■ 21 Alphabet name is root of chord. “G” is the chord's root. 

■ 3 ) This root is the 1st degree of the same major scale. “G" is the 1st 
degree of the G major scale. 

14 ) What are the member notes of this major scale? The member 
notes for the G major stale are G-A-B-C-D-E-Ftj 

■ 5) Use every other scale degree or member note in this major scale 
for chord construction 1-3-5 = G-B-D. 

■ 6j All member notes must “fit” into the “parent" scale! For this 
example. “C ' major is the 'parent 1 scale because we are harmonizing 
the “C" major scale. Member notes G-B-D already “lit" into the 
“parent" scale, so no adjusting or altering is required The resulting 
unaltered scale degrees are 1 -3-5 and match the major chord formula 


Example ii-C continued 


G Major Chord Construction 

G Major Scale 

o$°° 
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Formula 
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F Major Chord 
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Chord Construction (Am) 

■ l) What is alphabet name of the chord 7 answer “A 

■ 2) Alphabet name is root of chord “A” is the chord's root 

■ 3) This toot is the 1 st degree of the same major scale "A" is the l st 
degree of the A major scale 

■ 4) What are the member notes of this major scale? The member 
notes for the A major scale are A-B-Cjj-D-E-F|i-Gf. 

■ 5) Use every other scale degree or member note in this major scale 

for chord construction; 1*3-5 - A-CjJ-E. 

■ 6) All member notes must “fit" into the “parent" scale 1 For this 
example “C” major is the “parent" scale because we are harmonizing 
the "C" major scale 


There is no Cf in the C major scale’ To “fit' into the “parent" scale, 
the 3rd degree Ci! needs tu be reduced or altered dow awards by a halt- 
step to C To accomplish this you must “flat ’ the 3rd degree. The 
resulting adjusted and/or altered scale degrees arc 1 3-5 and match the 

miunr I Armill.l 


E xnmplc IT C con tinned 


A Minor Chord Construction 

A Major Scale 
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Chord Construction (Bdim) 

■ 1) What is alphabet name of the chord? answer "B 

■ 2) Alphabet name is root of chord. “B" is the chord s root. 

■ 3) This root is the 1st degree of the same major scale “B is the 1st 

degree of the B major scale. . 

■ 4} What are the member notes ol this major scale 1 he member 

notes for the B major scale are B-Cjj-Dj»-E-Fi|'G3-A!j 

■ 5) Use every other scale degree or member note in this major st ale 

for chord construction: 1-3-5 = B-DS-Fj. 

■ 6) All member notes must “fit' into the “parent scale l or this 
example, “C" major is the “parent’ scale because we arc harmonizing 

the “C“ major scale. 

There is no Djj in the C major scale' To “fit” into the “parent stale 
ihe 3rd degree Df needs lo be retim ed or altered downwards by a halt- 
step to D To accomplish this you must “flat the 3rd degree 

There is no Fjt in the C major scale' To “fit" into the “paroii scale, 
the 5th decree FS needs to be reduced or altered downwards b> u halt- 
step to F To accomplish this you must “fiat" the 5th degree. 3 he 
r.'o)ltin» ndiusied and/or altered scale decrees are 1 -i,3-(,5 and match 


Example 11-€ continued 

B Diminished Chord Construction 

Scale Degrees 

0 Major Scale 1-3-5 
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Diminished Chord 
Scale Degree 
Formula 
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B Diminished Chord 
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“Do, Re, Me” & Chords 


Using triad chords, 

_ _j example H-D shows 

the harmonized C major scale with notation, TAD, and lingcrboaid 
diagrams and patterns. As you play the sequence ot chords from I 
(root) to Vll/l (octave), you will recognize the Do, Re, Mi scale. Bi t, 
instead of single notes, now you’re doing it with chords. 

Look closely at the notation and you will see that every- other tone or 
note from the C major scale has been used. Or, in music terminology, 
the tones are diatonic to the C major scale As stated earlier, chords arc 
constructed by using every other note of a diatonic stale unless the 
scale has been altered. Altered scales have occurred with D minor, E 
minor A minor, and B diminished chords due to their adjusted nailed 
notes in order to adhere to the “parent” C major scale, resulting in 
minor and diminished chord formulas. 

Example Tf-D 

Harmonized C Major Scale 

mat poiilton 


Inversion 


The majority of 

, chords discussed and 

analyzed up to Urn poin. have SdiebSc. 

rao.tosalS.yabMnthcluwcstnouio 

root position chords arc voiced 1 ( cArmenee or order 

3rd. and 5th scale degrees). Changing Ihts speerf. 1 ‘te, 
of tones or notes is called a chord rntrom. ^- "taUcr ol ^ 

inversions of chords make it possib e o t Jr _ voice leading Be 

and descending bass lines commonly , 0 day\ 

aware that fraction inversion symbols are not read . „ 

« Slash chords hate replaced fraction mverston symbols and 

be discussed in other Radical Rules levels. 

Each triad chord has the possibility to appear in three different 
diversion sequences or order of tones or notes. They are listed below 

example I /-£ 

Example if-E 

Triad Inversions 


t 

c 

1-3-5 


Dm Em 
143-5 


IV 

V 

IV 

Am 

143-5 

o 

VII 

Bdlm 

14345 

8 

VII I/I 
c 

inversion Namo 

Inversion Formula 

Eaifnplr t major Wad cfwnl 

Tones or Notes . Inversion Symbol 

F 

1 -3-5 

G 

1-3-5 

1-3-5 

§ 

Hoot Position 

1-3-S 

3-5-1 

C-E-C Cmoj 

E-G-C C® 

c 

8 

8 

—s— 

o 


first Inversion 


— 





5-1-3 

G-C-E C 4 

~~ - KUVP 

Second inversion 


4 


l 


5 

i? 


112 E) 


octavo 


octavo 



Crruj Dm Em Fnu| Oih«| Am Bdlm Cmaj 


“Inside” the Key Center m 

center (such as the key of C major, for example), play ihcchonltones 
or notes of the same alphabet letter name scale fix C major scale) 
when soloing or writing song melodics. For chording. play chord 
progressions utilizing the harmonized scale of the same scale (i.e the 
harmonized C major scale), and you will always blend chords perfectly 
with the key center. With this system, you will create perfect 
harmonies and always be inside the key center 

Note: chord extensions, alterations, and key modulation will be 
confronted in later Radical Rules levels. 


important 


When you know the key center and notes or scale 
degree numbers of a diatonic scale, then you also know all possible 
notes (and/or numbers when using the lomiula/number system) I nr the 
chords, and vice-a-vcrsa 


Don’t forget, there is a difference between inversion and voicing! 
Loosely defined, an immersion is textbook defined chord voicing 
Voicing is everything else. When performing with a group, it s really 
fast arid easy to yell to the band that the next chord is "C major. ~nd 
inversion," or "C major, voicing .5-Personally, I describe all 
chords with the voicing system because some musicians arc not 
schooled in inversions. A lot of musicians don l understand the 
concept of voicing cither. Many players think a new chord voicing 
occurs whenever different fingers or different chord positions are 
employed. Of course, this is inaccurate, Just remember. iT the chord 
doesn’t fit an inversion formula, it’s considered a voicing and you must 
describe the sequence of tones or notes 

Example I 1-F shows how the fractions for the C major triad chord 
inversion symbols are created. You only need to remember that each 
number in a fraction represents the distance or interval above the 
chord's root and/or lowest note. 


Example tl-F 


C Major Triad Inversions 


Hoot Position 
Cma| 
1-3-5 


First Inversion 

r* 6 
c 3 

3-5-1 

8 s = 


Second Inversion 

P 6 

5-1-3 

— 8 5 ~ 

4 O-— 



£! h 


Cmaj 






Harmonized Inversions 

demonstrates Ihc Km mverrton and oomph Ilf the second limr 
harmonized C major scale la a previous esample («<irr ,ple l -D 
C major scale can be seen in root position Don l forget. Jul lo k.i 
R ules tuning (i.e. tuning the guitar Zgnd, in perfect 4th s) pattenj- 
shapes cannot only be played intact up and down the iretboard, 
across the fretboard as well You can’t do that with traditional turn 
So don’t reel confined or trapped to only performing on one set ol 
strings; locate the root and apply the proper formula, pattern, am 
shape For the example below, 1 have selected strings ., 4, an 
chord placement, with 3rd and 4th string positions acting as root 1. 
each chord. Feel free to locate the root on any ot the six strings,, 
really make use of all six strings), The entire purpose ot Radical* 
is to offer the ability to perform and repeat the same patterns and 
shapes over the entire frelboard and to really understand whai v. u 

playing. 

Example 11*G 

Harmonized C Major Scale 

tirsf invcnn^n 


l 

Cmaj 

3-5-1 

n 

Dm 

r-3-5-1 

III 

Em 

>3-5-1 

IV 

FmaJ 

3-5-1 

V 

Grrtaj 

3-S-1 

IV 

Am 

>3-5-1 

VII 

Qdim 

>345-1 




cco 

O 

O 

o 

o 

O 

020 

O 

8 

8 

8 

o 


VIM 
C m a .i 
3-5 i 

O 

o 

o 


T 

A 

M 


i 


10 


\\ 1 ! 


fV 

C * 

G 
D 
A 

E / J 


7ih 

frrjl 


13lri 
frt*t 



Cmaj, Dm 
6/3 6/3 


Em 

SO 


Fmo] 


Gmaj Am 
rvd 6/3 


Ddim C ma] 
6/3 GO 


LEVEL 3- Harmony 
1 2 3 4 5 6 7 0 




















l " f i 



Example tf-H 


Harmonized C Major Scale 

urccmd intenisn 


i 

Cmnj 

5-1-3 


II 

Dm 
5-i-ks 


III 

Em 

5-143 


IV 

Frrrn] 

S-1-3 


V 

Gmoj 

5*1-3 


IV 

Am 

5-14,3 


VII 

Bdim 

^5-143 


VIH/I 

Cmn] 

5-1-3 




&T4 G/4 fi/4 Gp'-I O'4 &4 (V4 6/4 


u ' a \ b 



Harmonized 


Diatonic 
Four Note 
Chords 


I f you take the triad 
chord form and add 
the 7lh degree, the 
eliord becomes a four 
note seventh chord 
It s called a seventh 
chord because there is 
always an interval of a 
seventh between the 
lowest and highest 
notes of each chord 
As with triad chords, 
you can harmonize 
diatonic scales with 
seventh chords. 
Example 12-A is a 
(cxlbook-siyle chart 
showing Roman 
numeral* chord 


quality, formula, and standard chord abbreviation for the major scale 
harmonized with seventh chords Example 12-B shows the same, but 
with die addition of diatonic C major scale notes. 


Example 12-A 


*1 *1 l assignment 

ONE Write on 

paper and perform an original chord chart using triad chords in the key 
of C major. Use the harmonized C major scale. Don't forget to count 
and/or sine aloud, tap your loot, and make use ot the mega-important 
metronome. 

ASSIGNMENT TWO. Be able to play the harmonized C major scale 
using root position, first inversion, and second inversion triadic chord 
forms Develop the ability to perform these scales both up-the-scule 
and dovvn-the-scale at 40mm (metronome marking) with quarter notes. 
That's one beat or click equaling one chord. Tour working speed goal 
should be 120n.ni in quarter notes. The term “working speed" is the 
recommended speed required to survive in the 1 real music world. 


Harmonized Major Scale 

UY-sniri ctvxrt* 


Roman Numeral 

Chord Quality 

Formula 

Roman Numeral 
+ 

Chord Quality 

t 

Major Seventh 

1-357 

lma|7 

11 

Minor Seventh 

1-3-5^7 

Ilm7 

III 

Minor Seventh 

1^3-5- ? 7 

Him? 

IV 

Major Seventh 

t-3-5-7 

IVmojT 

V 

Dominant Seventh 

1*3-5-77 

V7 

VI 

Minor Seventh 

1-3-547 

Vlm7 

Vfl 

Minor Seventh Flat Five 

143-t547 

Vlim7 5 


Example 12-B 


Homework/Chapter 


ASSIGNMENT THREE... “Song-of-the-Week ” 


Harmonized C Major Scale 

uvcnih chord 


ASSIGNMENT FOUR.. Record all assignments, analyze what s good 
and what’s not so good with your performances. Do u lor one week. 

THE BOTTOM LINE .. Be able to identify scale degrees ( voicing) lor 
all root position, first inversion, and second inversion chords of i ie 
harmonized C major scale using triad chords 


IMPORTANT 


To increase speed and pursue speed-picking, it s 
indatorv to find a balance between perfection and puslung-tlic-linut 
ways scl your metronome 5, 10 or 20 bpm higher than your best mm 
r a few minutes, and then return to a no-nustukes metronome speed 
e constantly flip-flop between these two speeds) Sure, you II mak 
istakes and play somewhat out-of-control. But. you need to push 
-urself without losing sight of perfection if you want to develop 
gher picking speeds. You need to push the envelope! 


Roman 

Numeral 

Chord Quality 

Formula 

Roman Numeral 
+ 

Chord Quality 

i-C 

11=0 

llt=E 

1V-F 

Vj=6 

VI=A 

VII=B 

C Major Seventh 

D Minor Seventh 
£ Minor Seventh 

F Major Seventh 

G Dominant Seventh 

A Minor Seventh 

B Minor Seventh Flai Five 

1-3 5-7 = C-E-G-B 
1,3-5-?7 = O-F-A-C 
1-.3-5-57 = E-G-0-D 
1-3-5-7 = F-A-C-B 
1-3-5-^7 = G-B-D F 

1 v3-5^>7 = A-C-E-G 
1-r3-j5->7 = B-O-F-A 

ImoJ = Cmai7 

Urn = Dm7 

Him = Em7 
IVmaJ - Fma|7 
Vmaf = G7 

Vim = Am7 
VHm7 5 = Bm7 5 


Harmonized 7th Chords 

ur note seventh chords in example 12-C The six questions, answers, 
id ntocedures lor four note seventh chord construction will a so be 
scussed. Please note that chords 1,11. and III have roots on the low t 
nnc Chords IV, V, and VI have their roots on the A siring Finally, 
lord VII is oil the D string. Jumping from string to string within a 
atonic scale with single string lines or chord shapes is sometimes 
ferred to as the string transfer system. This strategy for jumping 
rings keeps your frelhand working in a small, comfortable area ol the 


guitar. Slipping and sliding up and down the entire fretboard while 
trying to perform diatonic scales and harmonized chords with root 
placement on the same single string is not good guitar technique. The 
sirina transfer system definitely minimizes your movements and 
protects against locking yourself into a single root location In other 
words, it prevents against playing in a “locked" position. Locating 
roots is the first major step lo begin ploying over ihanges Look 
closely and you will see the roots for each chord following the URMSP 
Once again, you only need to know one major scale pattern for 
maximum output' 

Chord Construction (Cmaj7) 

■ 1) What is alphabet name of the chord? answer C ' 

■ 2) Alphabet name is root of chord “C" is the chord's root. 

■ 3) This root is the I st degree of the same major scale "C" is the I <t 
degree of the C major scale, 

■ 4) What are the member notes of this major scale? The member 
notes for the C major scale are C-D-E-F-G-A-B. 

■ 5) Use every other scale degree or member note in this major scale 

for chord construction 1 -3-5-7 = C-E-G-B. 

■ 6) All member notes must “fit" into the "parent’ scale 1 For this 
example. “C" major is the “parent" scale because we are harmonizing 
the “C major scale Member notes C-E-G-B already “fit’ into the 
"parent" scale, so no adjusting or altering is required The resulting 
unaltered scale degrees are l-3-5-7 and match the major seventh chord 
formula 


Example 12-C 


0 Major Seventh 
Chord Construction 


C Major Scale 



Stile Defineca 1 ? i i S fi 

(rwij 

G —I-— r _ 


A u 

e e 


Scale Degrees 
1-3-5-7 

O ° 

7 & r t 

A 5 




Major Seventh 
Chord 

Scale Degree 
Formula 
13-57 





Traditional Pattern #3 

■xY gf C 





j r ■ 



ft 

L A 6 


* 

d 1 



C Major Seventh Chord 



LEVEL J 


Huron‘t 

.567 


1 




















Chord Construction (Dm7) 

■ 1) What is alphabet name of the chord' 1 answer: “D” 

■ 2) Alphabet name is root of chord “D" is the chord’s root. 

■ 3) This root is the 1st degree, of the same major scale. “D” is the 1st 
degree of the D major scale 

■ 4) What arc the member notes of this major scale? The member 
notes for the D major scale arc D-E-F*-G-A-B-C$ 

■ 51 Use every other scale degree or member note tn llns major scale 
for chord construction: I -3-5-7 = D-F^-A-Cji. 

■ 61 All member notes must '‘fit" into the ‘•parent’' scale! For this 
example, "C” major is the "parent" scale because we are harmonizing 
the T major scale. 

There is no F| in the C major scale! To “fit" into the “parent" scale, 
the 3rd degree Fi} needs to be reduced or altered downwards by a half- 
step to F. To accomplish this you must ‘‘flat'’ the 3rd degree 

There is no C# m the C major scale 1 To ‘‘fit" into the “parent’’ scale, 
the 7th degree Ct} needs to be reduced or altered downwards by a half- 
step to C. so ‘ flat’’ the 7lh degree The resulting adjusied/altcred scale 
degrees are l-[,3-5-|,7 and malch the minor seventh chord formula. 

Example 12-C continued: 


D Minor Seventh 
Chord Construction 


D Major Scale 


Scale Degrees 
t-3-5-7 


O 


O 


0_0<T° 



Minor Seventh 
Chord 

Scale Degree 
Formula 
1-3-547 


F 

C 

G- 

O 

A 

E 


ScAifl O^grwt 1 2 

{rpet) 


7 tn 

I octjvcj 


10 


S 10 


7 0 


10 


10 


fN 

c 
a 

D 
A 

V 


Altered Traditional Pattern #3 

*ner?-d D rrjjor t£jLa riteedi w:.lh rJ 


- \ -1 

:-1 


\— m ~ 1 .gv] 

I ! 

■ 


[ 

* 










m 



L_! 


+ f 

1 ■—■— 



D Minor Seventh Chord 


f\i 

c 

G 
D 

A 

E 



















• 



V 


7* " 11 a 


• j 











* 



[~~ ~~ r~ j 


_! 


j&a7_TT'-k -j 




Chord Construction (Em7) 

■ 1) What is alphabet name of the chord? answer- “E’ 

■ 21 Alphabet name is root of chord. “E” is the chord's root. 

■ 3) Tins root is the 1st degree of the same major scale. “E is the 1st 

degree of the E major scale, 

■ 41 What are the member notes of this major scale’. The member 

notes for the E major scale arc E-Fjt-Gji-A-B-Cjt-Dff. 

■ 5j Use ever)' other scale degree or member note in this major scale 

for chord construction: 1-3-5-7 = E-Gj-B-Df. 

■ 6) Ail member notes must “fit" into the “parent'’ scale! For this 
example. “C" major is the “parent'' scale because we are harmonizing 
the “C" major scale 

There is no Gf in the C major scale 1 To "fit into the parent scale, 
the 3rd degree Gf needs to be reduced or altered downwards by a half¬ 
step to G To accomplish this you must “flat" the 3rd degree 

There is no D# in the C major scale! In order lo “fit" into the ‘ parent" 
scale, the 7th degree Dj| needs to be rer/wer (//altered downwards by a 
half-step to D, so “flat" the 7th degree The resulting adjusted/altcrcd 
scale degrees are I-[,3-547, matches the minor seventh chord formula 

Exomple 12-C continued: 


E Minor Seventh 
Chord Construction 

E Major Scale 




O 


*o*° 


o 


$o1° 


o 


Scale Degrees 
t-3-5-7 


7 

5 

3 

1 


Miner Seventh 
Chord 

Scale Degree 
Formula 
1 -i,*3-5^7 



4L 


s 


F 
C 
G 
D 
A 


Scab Dcjj-fCi I 2 
(f&OTJ 


12 


9 11-12 


9 11 


7 B71 

(«UvD) 

& 9 


fi 


l 

IS 


Altered Traditional Pattern #3 

jrtAfed E major ica'-e (a'tprpd *iin j and ?T] 
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r-- .i— -1 


-- ^ ^ 





E Minor Seventh Chord 

*cw:lna 1-S3-5 4'7 



Chord Construction (Fmajp 

■ 1) What is alphabet name of tile chord? answer “F 

■ 2} Alphabet name is root of chord. ‘ F’ is the chord s root. 

■ 3) Til is root is the 1st degree of the same major scale “F is the I 

degree of the F major scale. . , _ _ 

■ 4) What are the member notes of this major scale ' The member 

notes for the F major scale arc F-G*A-B[>-C-D-E. 

H 4) Use every other scale degree or member note ill this major scale 

for chord construction’ 1-3-5-7 = F-A-C-E 

■ 6) All member notes must “fit" into the “parent" scale! “C major 
the "parent" scale because we arc harmonizing the “C" major scale 
Member notes F-A-C-E already ‘Til" into the “parent 1 ’ scale, so no 
adjusting or altering is required. The resulting unaltered scale degree 
arc 1-3-5-7 and match the major seventh chord formula 


Example 12-C continued 

F Major Seventh 
Chord Construction 


F P*1ojor Seale 


O 


Scale Degrees 
1-3-5-7 


Major Seventh 
Chord 

Scale Degree 
Formula 
1-3-S-7 


o!«° 


o 


o 


Scat*) DeflrMA 12 3 J 5 G 7 B/l 

{root) (oeuvs) 


_ ___ M _r 

4 4 

t _ ■* 5 

5 5 

~k _ ? a 5 7 

7 __ —ll 7 

n -- 1 — S— ? —B 

□ n 

- 0 — 

□ D 


Traditional Pattern #1 
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F Major Chord 
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Chord Construction (G7) 


■ i > Wliat is alphabet name of the chord'.’ answer, ‘G” 

■ 2) Alphabet name is root of chord “G” is the chord’s root. 

■ 3) Tliis root is the 1st degree of the same major scale “G” is the 1st 
degree of the G major scale. 

■ 4) What ore the member notes of this major scale? The member 
notes for the G major scale are G-A-B-C-D-E-F# 

■ 5) Use every other scale degree or member note in this major scale 
for chord construction; 1 *3-5-7 = G-B-D-Ffl. 

■ 6) All member notes must “fit” into the “parent” scale! For tins 
example, "C” major is the “parent” scale because we are harmonizing 
the “C" major scale. 

There is no F» in the C major scale! In order to “lit” into the “parent 
scale, the 7th dcErec Ft needs to be reduced and/or altered downwards 
by a half-step to"F To accomplish this you must “flat” the 7lh degree. 
The resulting adjusted and/or altered scale degrees are 1-3-54,7 and 
match the dominant seventh chord formula 


Example 12-C continued 

G Dominant Seventh 
Chord Construction 

G Major Scale 



O 


o 


o 


o 


o 


o 


fe 


o 


Scale Degrees 
1-3-6-7 

i 

3 
1 


Domi nant 
Seventh Chord 
Scale Degree 
Formula 
1 3-5-7 

—I?— 


S&09VM \^ 2 5456 7 <o3U 


10 


7 9 10 


7 9 


10 


5 

l 

to 


f\ 

c 
G 
D 
A 

E / 


f\ 

t 

a 
D 
A 
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Altered Traditional Pattern 
■ lioratf Q major ocal* (oUGrfKl with : i 7> 

i hi 


G Dominant Seventh Chord 
rad petition voicing 1-3*5-^ 7 



Chord Construction (Am7) 

■ I) What is alphabet name of the chord’’ answer “A” 

■ 2) Alphabet name is root of chord. “A" is the chord’s root 

■ 3) This root is the 1st degree of the same major scale “A” is the 1st 
degree of the A major scale. 

■ 4) What are the member notes of this major scale? The member 
notes for the A major scale are A-B-Cjj-D-E-F#-Gj|. 

■ 5 1 Use every other scale degree or member note in this major scale 

for chord construction; 1-3-5-7 = A-Cjf-E-Gj. 

■ 6) All member notes must “fit* into the “paireiif scale! C major is 
the “parent’’ scale because we are harmonizing the “C‘ major scale 

There is no Cjt m the C major scale' 1 n order to “fit ’ into the “parent 
scale, the 3rd degree Cjt needs to be reduced or altered downwards by a 
half-step to C To accomplish this you must “fiat” the 3rd degree 

There is no G£ m the C major scale 1 To "lit” into ihc “parent ^ale, 
the 7th degree Gjt needs to be reduced or altered downwards by a hall- 
step to G, so 4 flat'" the 7ih decree The resulting adjusted and/or 
altered scale degrees are 1-1,3-54? and match the minor seventh chord 

formula. 


Example 12 -C Continued 

A Minor Seventh 
Chord Construction 


A Major Scale 


O 


o 


iio° 


Oft 


Off 


;o 


o 


Scale Degrees 
1-35-7 

4 

w 


Minor Seventh 
Chord 

Scale Degree 
Formula 
1^3 -5^7 

O H 

€j ttj 


ScjI* \ 2 T> 

(reef) 


i 5 6 


12 


9 11 12 


9 11 


t an 

joctav*] 
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Altered Traditional Pattern *1 
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A Minor Seventh Chord 

rod pcnttWF voicing 1- 



Chord Construction <Bm7i5) 

■ 1) What is alphabet name of the chord ? answer: ‘ D 

■ 2) Alphabet name is root of chord ”B” is the chord s root 

■ 3) Tins root is the 1st degree of the same major scale H is the is 

degree of the B major scale. . , „ 

■ 4j What are the member notes ol this major scale. The member 
notes for the B major scale are B-Ct-DS-E-Ff-GI-Aj. 

■ 5) Use every other scale degree or member note in this major scale 

for chord construction; 1-3-5-7 = B-D|-Fj}-A# 

■ 6) All member notes must “fit” into the ’ parent scale! For this 
example. “C” major is the “parent' scale because we are harmonizing 

the “C” major scale. 

There is no D$ in the C major scale* To ’Tit’’ into the “parent ^ale. 
Ihc 3rd degree DS needs to be reduced or altered downwards by a hall- 
step to D To accomplish ibis you must “flat the ord degree 

There is no Fj} in the C major scale' In order to “lit into the P arc ™ 
scale the 5th degree FS needs to be reduced or altered downward.', by a 
half-step to F. To accomplish this you must “flat” ihe 5th degree 

There is no A| in ihe C major scale' To “fit" mio the “parent scale, 
the 7th degree A? needs to be reduced or altered dwnwunls by a hall- 
step to A To accomplish tins you must Tlaf the 7th degree The 
resulting adjusted and/or altered scale degrees are 1 4 -P4 ; ant3 
match the minor seven llat live chord formula 


Example 12-C continued 

B Minor Seven Flat Five 
Chord Construction 


B Major Scale 

:ot» 


0*1' 


c..So° 


j — 

Co 


o 


Scafc Degrees 
1-3-S-7 

jtot° 1 


Minor Seventh 
Flat Five Chord 
Scale Dear chs 
F ormula 
1-3- 5- 7 

O 7 

O >5 




Qc^ihI 1 ? 3 < 5 E ' 1 


jrQOl| 


6 S 9 


6 fl 
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B Minor Seven Flat Five Chord 
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7th Chord Inversions /Vs with triad chords. 

seventh chords can 

be described and played as inversion': Each four note seventh chord 
has the possibilil> to appear in four different sequences or order of 
tones and/or notes As mentioned ear lier, if a specific voicing does not 
fit one of Lhc inversion formulas, it is considered a vote mg and you 
must stale the order or sequence of notes. Be aware that fraction 
inversion symbols are not readily used in today's music. Slash chords 
have replaced fraction inversion symbols and will be discussed in later 
Radical Rules chapters. Also, don't forget that all chords (including 
seventh chords) can be voiced without using the complete list of tones 
staled in a chord's formula. For example, a seventh chord's formula I- 
3-5-7 can be re-voiced without the root as 3-5-7. IT it sounds good to 
your ear, go for ill (There are no Music Police') 

As mentioned above, each four note seventh chord has the possibility to 
appeal - m four textbook inversion sequences [Example 12-D) 


Example 12-0. 

Seventh Chord Inversions 


[ 

\ 

Inversion Name \ 

1 

Inversion Formula 

1 

E rampSo C MvenUl CN>fd 

Tones or Notes 

t___ , 

Inversion Symbol 

Root Position 

1-3-5-7 

C-E-G-B 

CmaJ7 

First Inversion 

3-5-7-1 

E-G-B-C 

c s 

Second Inversion 

5-7-1*3 

G-B-C-E 


Third Inversion 

7-1-3-S 

B-C-E-G 

C2 


To barre with flattened fingers sounds much different than fingertips. 
The combination of flesh and bone definitely affects your guitar s 
overall tone. 

Example 12-E; 

Harmonized C Major Scale with Seventh Chords 

r&oT potmen 


1 II 111 IV V IV VII Vlll/I 

Cma(7 Dm7 Em7 Fino|7 G? Am Bm7 65 Cmn]7 
1-3-5-7 143-547 143-S-V7 1-3-5-7 1-3-S-j? 1-J3-5-/7 14345-/7 1-3-5-7 



IMPORTANT 


__ Root position seventh chords t % j . ] i —. i 3 5 ) 

require a big. wide stretch. This is one major reason I personally 
use and recommend voicing 1-5-7-3 whenever seventh chords arc- 
required If you prefer root position seventh chords, be careful not l<> 
damage your hands! Root position chords (i.e. chords voiced from km 
to high scale degrees using every other note such as 1-3-5-7-9-I I-13i 
are commonly referred to "as piano chords, piano chord voicing, or 
simply piano voicing because pianists typically employ this chord 
voicing for both reference and performance. 



paper and perform an original chord chart in the key of C major using 
the harmonized C major scale with seventh chords Count and/or sing 
aloud, tap your foot, and crank-up your metronome, dude’ 


ASSIGNMENT TWO, Be able to play the harmonized C major scale 
with seventh chords using root position and voicing 1-5-7-3 chord 
shapes. Perform these harmonized scales up-the-scalc and down-the- 
scale at 40mm (metronome marking) with quartet notes. That means 
one beat or click equals one chord The recommended working speed 
for seventh chords voiced 1-5-7-3 is 120mm in quarter notes. That's 
one chord per each beat or click of the metronome 


ASSIGNMENT THREE... "Song-of-lhe-Week " Select a song and 
learn to play it! Record all assignments. 

By the way, don't forget to spend at least one week on this and every 
chapter. If you think you’re dif ferent and can fool Mother Nature. 
think again It takes time to develop motor skills and long-term 
memory If you want to do it your way, maybe you should look for 
another profession or hobby Check Radical Rules llevel 6) tor more 
details 


“Do, Re, Mi” With 7th’S Example 12-E 

- - - demonstrates the 

harmonized C major scale with four note seventh chords in root 
position The same was presented in example /2'C but is now shown 
and compared on one fretboard, As you read through and play the 
patterns, once again you will recognize the familiar "Do Re, Mi” scale 
But, due to the addition of the seventh degree, the characteristic 
jazz/fusion sound really comes alive 

Example 12-F demonstrates my personal choice for seventh chord 
voicing Voicing ]-5-7-3 places the index finger on the chord's root 
and is the only other example besides root position (voicing t-3-5-7) 
used to demonstrate four note seventh chord voicings and inversions. If 
you like the sound of the seventh chord, then it’s up to you to seek-out 
other voicings and inversions such as voicing 1-7-3-5. I like using my 
index finger for locating the root of both chords and scales Ifs so 
natural because we use n everyday for pointing ( 14 Hey, / live over 
there,, ” with your arm stretched horizontally and your index finger 
pointing the way) and counting (when you count with fingers, the index 
finger is always number one). Since the root of u chord or scale pattern 
is also number one why fight Mother Nature/ Get your index finger to 
the root,, lock-it-in and boll-u~downl 

Note, Finger positions are not presented in example 12-F and 
example 12-F If s up to you to determine the best possible fingering 
for your frelhand One suggestion barre whenever and wherever 
possible! To barre an interval or chord means the use of one linger to 
fret two or more strings at the same time and same fret number 
location, and j\ often the preferred fingering method This is done in 
lieu of using one finger per each string for fretting intervals and chords 


Example 12-F - 

Harmonized C Major Scale with Seventh Chords 

voicing 1-S-7.3 


1 11 HJ IV V IV VII VLII/I 

CmaJ7 Dm7 Em7 Fmn]7 G7 Am Bm7Cmal? 
1-5'7-a 1-S4743 1-S47-3 1-5-7-3 1-5^7-3 1-S^7-;.3 145^743 1-5-7-3 


F 

C 

G 

D 

A 

£ 



octavo 



ASSIGNMENT FOUR Review time! If you want to learn quick K 
and accurately, mam tarn contact with the outside world Do not lock 
yourself in your room with your guitar! (Maybe you could join 
band or give guitar harmony/Lheory/techniquc lessons?) If you h.wcn’t 
visited a local music instructor this month, it's time to set-up a pnwiL 
lesson. The instructor can be a friend, music teacher in your school 
local musician, or choir director at your church Outside “fttf/;?" is 
required to reinforce all chapters found in this level! Plus, it's chilli 
to thoroughly understand everything found in the previous pages htTon* 
moving-on to the next level Don't ”kid' yourself! Go and get som> 
outside assistance! 

THh BOTTOM LINE Be able to identify the scale degrees ivnjuii * 
tor all root position and voicing l -5-7-3 chords of the harmonized * 
major using seventh chords 


IMPORTANT 


increase specti ana pursue speea-picking. it 
mandatory to find a balance between perfection and pushing iht 
Always set your metronome 5, 10 or 20 bpm higher than your he 
lor a few minutes, and then return lo a no-mtstakes metronome spe 
(i,e. constantly Hip-Hop between these two speeds). Sure, you II m 
mistakes and play somewhat out-of-control But, you need to j io 
yourself w ithout losing sight of perfection il you want lo develop 
higher picking speeds, You need if}push the envelope! 


LEVEL 3 - / !annrm\ 

i 2 3 4 5 6 7 8 
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IMPORTANT 






L ei's assume you 
live on Maui Street 
U S. A. Your house 
(1), front yard (2 k and 
he si friend (3) are also 
on Main Sheet U S,A . 
And, whenever at one 
JT\-2 yr- M of these places, you 

M J ff (/ fl are only permitted to 

# m do one of three things, 

W WM-Jm flM Your housc ^ 1 1 vould 

kJ Cx i3 mswmf Isms ms a w he considered a place 

for R & R (rest and 
relaxation). You could 

hang-around al home all day and take it easy The front yard (2) could 
be thought of as the decision-making or middle location That is 
should I go back to my house or should I walk over to my best friend’s 
place for a short visit > Whenever visiting your best friend (3), vnu are 
somewhat tense because you owe him money and still don’t have it* 
So, you won't be staying too long. Chords operate or fumlion the same 
way. As a mailer of fact, chords w ilhin a harmonized diatonic scale are 
grouped into three categories or t honl families, each having one of 
three ways m which to function. 

One of the secret weapons for creating music is understanding the 
functions involved with harmonized diatonic scales As songs are 
constructed, chords are positioned throughout the song with specific 
purposes Tlic purpose of a chord within the framew ork of a song is 
referred to as a chord’s function, or harmonic function Placing each 
chord of a harmonized diatonic scale into one of three groups according 
to purpose or function is textbook definition for the chord family The 
Roman numeral system w ill be used when analyzing the member 
chords within each chord family As a matter of fact, whenever 
analyzing a song, always think in terms of the Roman numeral system 
for chord identification Example I3-A show s chord families, member 
chords, and their function. 

Example 13-A 

Harmonic Function 


Chord Family 

Member Chords 

Harmonic Function 

Tonic 

1. Ill, ond VI 

Stable, place of res* 

Subdominant 

II and IV 

Unstable, slight need to move 

Dominant 

V and VII 

Movement strong need to move 


Let's say Main Street U.S.A is equal to the entire harmonized C major 
scale Located on this street is your house (tonic), your front yard 
(subdominant), the house of your friend (dominant), and the chords 1, 

II, 3II, 1 V. V, VI. and V1 i 1 n your house are chords I, II I, and \ 1 i our 
front yard contains chords II and IV. And, your friend s house has 
chords V and VII. So. when you need a stable situation w uhrn a song, 
siav in your house and play chord I (Cmaj), chord 111 (Em), and/oi 
chord VI (Am). If you’re undecided, not knowing whether su >’ 
home or visit your friend, stand in your ironi yard and play chord 
(Dm) and/or chord IV (Fmaj). To create tension and movement, go to 
your friend’s house (don't forget .. you still owe him money!) and play 
chord V (Gmaj) and/or chord VII (Bdim). 


The reason chords are placed mlo “families" is 
because two identical tones or notes are in each of the member chords 
Note that only the ‘‘I chord" (pronounced one chord) is compared to 
the "111 chord" and "VI chord" (pronounced three chord and six 
chord). The 111 chord and Vf chord are nut compared to each other 
because die 1 chord is the root chord and key center The chords and 
tones for the harmonized C major scale chord families are shown m 
example f3-B 

Example 13-8 


Chord Family 

Member Chord Member Chord 
Numbers flames 

Member Chords 
Tones or Moles 

Common 
Tones or Notes 


111 

Em 

E-G-6 

E-G 

Tonic 

1 

Cmo] 

C-E'G 

C-F 


VI 

Am 

A-C-E 


Subdominant 

U 

Dm 

D*F-A 

F-A 


tv 

Fmaj 

F-A-C 


Dominant 

V 

Gmaj 

G-B-D 

_ run 

VII 

Selim 

B-D*F 

DM 


Diatonic Substitution 


In the world of 
music, duttonic 


substitution is a music system which permits each member of a chord 
family to act as a substitute for any member of the same family For 
example, if you see the 111 r hord in a chord chan, you may replace this 
chord with either the I chord or VI chord because they each have the 
same function and are in the same tonic family Likewise, when you 
sec the IV chord, you have the possibility to substitute die II chord 
because each is in the sulkioinwant family* Finally, if you see a V 
chord, slide in the VII chord because each is m the dominant family. 
Diatonic substitution is a fast and effective way to add some freshness 
(o some rather ordinary sounding chord progressions, and could loosely 
be defined as a simple Tumi of re-harmonization 

Note: A variety of “pro’ soloing systems will be discussed in Radical 
Rules (level 8). 


IMPORTANT 


just remember, it’s up u> you to know which chords 
arc I, II, III, IV. V, VI. and VII Once you can identify the numbers, 
names, anti functions (chord families) at ihe speed-ol-light and in your 
sleep, you have then made an enormous leap towards being an 
incredible musician If you don’t know ihe numbers, names, and 
functions (chord families) of the chords in a chart, you w ill never be 
able to phi v over changes. By the way. playing over changes can be 
defined in many ways But. for the most part, it is defined as soloing 
o\er changing key centers It can also mean play mg a different soloing 
system user each individual chord in a chart as opposed ju^t playing 
one minor pentatonic scale, tor example over an entire chart. 

Example JJ-C shows the 12 Bar Blues in the key of ( major. The 12 
Bar Blues is also regarded as a l-IV-V progression (pronounced one- 
four-five progression) since it consists ol chords 1, IV, and V By 
saving something like "this song is a I-IV-V progression , pros 
immediately identify the song’s functioning chords along w ith the 
soloing possibilities. Example 13-C also shows chord families and 
possible diatonic substitution choices 


Example 13-C 



Chord Family 

Tonic 

SuMOrnin-anl 

TCniC 

Diatonic 
EuDiSJlUi on. 

IH/Em 

VM Am 

ll / om 

Lit / Em 
VI / Am 

Hutpjti Numeral 

I 

IV 

1 

Bona't 

Origin#! CfiOriJ 

C 

F 

C 


¥ 


/iii 1111 iiii 1111 


Family Ttin.G 

PaftlltbD 


HI t Em 
VI/Am 


Qjtank 

Substitution, 
flaman Numeral 


Seng b #“v 

O/igTiar ChonJ v 


SubdomLnin! 


IT / Dm 


IV 

F 


/// / / // / / // / / // / 


Chard Form;, Oct Inftnt 

Dtaiora Vll / Dd.m 

Sofia [iTuiierri. 

ftoiran Numeral 

SWQ'I p 

Onglnjd Chord Vi 


• rj z-t 


II FO™ 


Tcrac 

ro i En 

vi rAm 


Dorr.-i I 

V|I ' Bc.m 


IV 

F 


I 

C 


V 

G 


/ / / Z / // / fill / // / 



J 3 ASSIGNMENT 

ONE l ! se one ol 
vour original songs or chord charts trom a previous chapter, label each 
functioning chord with Roman numeral and chord tamily slip-in some 
diatonic substituted chords to add some freshness But, don’t overdo it 1 
As with effects for your guitai. the affect of diatonic substitution can he 
very 1 '‘cool” if applied judiciously 

Talking about guimr effects, if you can play, it’s going to come suit of 
your hands Pedals and racks filled with effects w ill not help you to 
sound or play better Combining various guitar effects actually 
eliminates the characteristic guitar sound and produce s\ nth-type 
sounds. Then again may be you want lo sound like a synth ’ Any way. 
try to avoid becoming a gearjunky and stick with a hack-to-ihe-basics 
approach to guitar effects. (My personal all-time favorite, low-tech 
guitar effect is the wah-wuh pedal, and is my only stage effect l 

ASSIGNMENT TWO . "Song-of-the-Weck You’ve got ai least mu- 
week. so make n perfect Do if 

ASSIGNMENT THREE Record the above assignments, an.ily ze 
your performances 

THE BOTTOM I 1NE Be able to unaly ze and identify the Roman 
numerals and chord families m your favorite songs Phis will prepare 
you lor soloing and phis mg over changes 


VEL J /he 

I n 
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Rhythms 


D o you sometimes 
ted that you lack 
natural rhythm? Are 
you aware that 
systems exist tor 
developing your 
rhythm or internal 
clock? But, it does 
takes a period of time 
to reach inside and 
wind your inner dock 
To aid in developing 
"time * and rhythm, 
I've been able to 


acquire a \ery healthy listof methods used world-wide by many pros 
for the sole purpose of perfecting one's dock. Below are a few of the 
more logical approaches. 


■ Keep "time" with everything you hear and see! Count 1-2-3-4 
(aloud, or in your head if there's a possibility of disturbing others) 
and tap your foot, hind, or linger with music or metronome as you 
drive your car, take showers, ride the subway or bus to work, m the 
classroom with headphone or L E.D blinking light* etc . 

■ At a very low volume level lei your body be subjected to the beat 
of a metronome while sleeping at night, 

■ Always practice wuh a metronome without fail! 

■ If metronomes are too crazy, go fora drum machine 

■ Indian Rhylinns! 


Example 14-A shows two Indian rhythm charts with appropriate units. 
The first is 2*s and 3’s consisting of three units The second is I \s and 
2's consisting of five units, That is, you can divide the 3's by 2 + 1 or I 
+ 2, These units will prepare you to think m terms or subdividing the 
beat whenever analyzing a rhythm chart, sung, or solo 


Example 14'A 


Indian Rhythm Charts 


indLem Rhythm* 

2’s and 3 s 

!___J 

3-3-2 
3-2-3 ! 

2-3-3 


Indian Rhythm* 

1’s and 2's 

I 

2 - 2 - 1 - 2-1 
2-1-2-1-2 
1-2-1-2-2 
2 - 1 - 2 - 2-1 
1-2-2-1-2 


Example M-B demonstrates how to count through Indian rhythm 2's 
and 3's with unit 3-3-2, unit 3-2-3, and unit 2-3-3. Unit 2-2-1-2-1 is 
also demonstrated, and is the only diagram showing Indian rhythms 
with l’s and 2's. By the way, the units always total eight in order to 
represent the eight half-beats per measure in 4/4 time 


All ol the above methods really do work. But. my favorite procedures 
are practicing everything with a metronome and Indian Rhythms, 

Indian Rhythms At first ] thought 

Indian rhythms were 

a tula! waste of my valuable lime* that 1 should be doing something 
more vital for my future because I was planning to be a proud-to-be- 
loud guitar wamor. WRONG! BIG MISTAKE! One of the biggest 
breakthroughs in my overall playing occurred while sc rewin g-around 
one cloudy day in Vienna^ Austria with Indian rhythms [ have to 
admit, it was onfy by coincidence and luck, but today Fm happy to 
have rediscovered Indian rhythms The same outcome has happened 
with my serious students 

Indian rhythms were developed in the country of India, their purpose is 
to subdivide various units of rhythm They are very similar 10 the act of 
patting your head and rubbing your stomach simultaneously* Thai is, 
you need to concentrate and react accordingly -in "time" Your 
instrument is not needed for Indian rhythms; a metronome is all that's 
required. The Indian rhythms below will be based on four beats per 
unit. Your job is as Follows: 

■ I) Your foot is for quarter notes. The quarter note ts used because 
it is the mam pulse for rock, jazz, pop, country, etc.. So, tap your 
foot lor each beat or ctick of the metronome. 

■ 2) You must say the numbers aloud for each half beat. Thai is, 
count lo the highest number for each individual number shown in the 
unit. Fur example, when you see die number i4 3" you must count 1 
2-3 aloud. And, when you see the number “2" you must count I -2 
aloud. 

■ 3} Clap your hands once each time you say the number “one." 

■ 4 1 Repeat each example over and over until you begin to fee! the 
pattern flowing comfortably. Perhaps 1 to 2 minutes per unit, not to 
exceed 10 minutes per day. 

■ 5) Do not memorize the units! Memorization of Indian rhythms 
will not advance your rhythm and/or “time" abilities 


Example 14-B 


Indian Rhythm Unit 3-3-2 


Beat 

iup your loot foe tich btnd) 

Beat 

1 


Beal 

2 


Beat 

3 


Beat 

4 

lool 


foot 

fool 

j foot 

Say numbers aloud. 

rn 

'i_i 

2 . 

I 

3 

' t : 

1 2 

11 Si 

3 

1 2 

Clop your hands 

[•acH i um* ysu uy *f'|i 

clap 


clap 


clap 

Units of measure. 

(bn cdgltirr nolsi per tscatj 

one 

1 

and 

two 

l 

and 

three 

and 

four and 


Unit 3-3-2, 3 3 2 


Indian Rhythm Unit 3-2-3 


Boat Beat Beat 0eat 

Boat: 12 3 4 


(Lap yam* loot ter o*ch btilj 

foot 


foot 

fool 


fool 


Say numbers aloud 

1 f 

2 

3 

JTt i 2 

\—j i 

i — i i 
0 

i 2 

3 

Clap your hands 

(each lime you uy *1"! 

clop 



clap 

clap 


Units of measure' 

(f*ra ilflllin noise per 

one 

and 

two 

and three 

1 

and 

four 

nnrji 


Unit 3-2-3 



Example 14-B continued: 


Indian Rhythm Unit 2-3-3 


Beat 

Beat 1 

Beal 

2 

Bout 

3 

Beat 

4 

(lap yctur fee! for oath tOAl] 

fool 

foot 

foot 

foot 

Say numbers aloud: 

1 j 2 

In- J 

■ 1 2 

L_i 1 

i m 

3 i 

2 3 

Clap your hands 

(each lime you tay " 1 "J 

clap 

clap 

clap 


Units of measure. 

{two dtjtilh note* per boal) 

one and 

tvio and 

three and 

four and 


Unit 2-3-3 


2 


3 


3 


Indian Rhythm Unit 2-2-1-2-1 


Scat Beat Beal Baal 

Beat; 123 4 

(lap your Ti»T Tor each*?*!) .. 


(lap your foci Tar each bcai) 

foot 


foot 

foot 


foot 


Say numbers aloud 

1 

2 

| 

1 2 

m 

1 

2 

it 

1 j ! 

Clap your hands. 

(canH time ycu uy 1T 

clap 


clap 

clap 

clap 


clap 

Units of measure, 

(two *4gni_h K,es per beat) 

one 

and 

two and 

three 

and 1 

four 

and 

Unit 2-2-1 -2-1 

2 


2 

1 

2 

1 


Homework/Chapter 14 assignment 

1 ONE. . Be able to 

perform units with 2's and 3's in example M-B at 40-60mm Thai is. 
one click of your metronome is equal to one beat Each example 
should be repeated over and over until you begin to feel the pattern 
flowing comfortably 


Note.. It's not necessary to exceed 120mm in sixteenth notes for 
Indian rhythms since this is the "real" music world working speed 

ASSIGNMENT TWO. . When the above is completed, attempt India 
rhythm chans with 1 ’s and 2's. 

ASSIGNMENT THREE... “Song-ot-the-Week.” Doit* Use it! 


T * * 9 V M *11 ■. i iij uiui.i Ml V mu LI l^UIIVI 1 ui l V 1 111 J\ > 

stuffing! They will allow you 10 see. feel, hear, taste, and undefsian 
rhythms and lime/' For example, when you need more speed lor 
solos, Indian rhythms will help you to led the pulse or heat Indian 
rhythms will also aid in understanding how to break-down sixtcentl 
notes in "time" and at high speed, thrash tempos (140-165mm). In 
addition, the Indian rhythm concept can be adapted to aid in music 
notation rhythm reading. 


N0 T E u with eacli P revi0lIS chapter, repeat this chapter for one 
week before continuing to the next chapter 


IMPORTANT 


question 

wide? 


is 


--- —-VUUINUIl If UN 

lime slow arid last, short and long, or is it narrow 


LEVEL £ - Theor\ 
i 2 3 4 5 6 
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T he Grand Staff, 
presented in 
example l?-A, shows 
ihe actual pilch and 
stand aid range of the 
guitar. Don't forget, 
the majority of today’s 
music has been 
transposed into the 
treble clef From a 
convenience 
standpoint, this 
transposing concept is 
excellent But, it’s 
extremely confusing for just about anyone who encounters a piece of 
transposed music. So, where ts the actual pitched middle C on a piece 
of transposed music' 1 There really is no right or wrong way to 
approach transposed music. So, it's ultra-nice to have TAB included 
with a piece of music For the most part, whenever running into 
transposed music, just fake-it and do your best Example 15-fl displays 
the industry standard for transposed guitar music notation. Just be 
aware that many versions of transposed music exist and vary from 
publisher to publisher 

Example 15-A, 

Actual Pitch 




Example t5-B 


Transposed 



Fretboard Alphabet 


The illustration in 
J example 15-C shows 

all of the chromatic notes available on the first 12 frets of the guitar 
fretboard. Please note the pitch for the open 6th string (L string) is the 
same as the low E m the bass clef shown in example 15-A This 
relationship only works when sheet music is presented in actual pitch 
Don't forget, when sheet music is transposed, you need to lake-i 
Also be aware that many notes/tones have two alphabet letter names 
Once a°ain this adds fuel to the firc-of-confusion. So you II need to 
deal with the redundancy of two different names for the same thing. 


My personal solution for this situation is to recognize only flat family 
members, ami forget about the sharps. Tins eliminates 50% of the total 
flui/sharp names and immediately 1'oluscs my attention on playing the 
note rather than debating whether the note is Hat and/or sharp Okay, 
music theory states certain things must he flat names or sharp names 
due to scale and/or chord construction (i,c all major scales consist of 
seven alphabet letter names A thru G, accidentals are applied where 
needed ) Bui, I just want to play, base fun, and understand what Fm 
playing. Hey, 1 didn't write die rules in music But, I am trying to 
lessen the load of redundancy 


Example t5*C 





csa> 


IMPORTANT 


Be sure to check-out the location and pattern of how 
notes repeat octave by octave It's simply a matter of following a 
diagonal 45 degree line One of my personalized "roadmap 1 ' 
techniques is to memorize the notes of the 5th and 6lh strings, and 
apply the diagonal 45 degree line across the fingerboard to locate roots, 
scale degree numbers, and alphabet letter names Thanks to Radical 
Rules guitar tuning in perfect fourths (uc Zgndh an incredible 66 ( 7c oi 
previously required rote memorization is eliminated 1 Tins allows you 
the luxury of mastering the guitar 3007c faster (Le, i times faster!) 
when compared to traditional methods It’s almost too good to be true 1 


Homework/Chapter 15 assignment 

1 ONE .. Memorize 


the octave sequence of notes both up-the-scale and down-lhc-scalc 
including sharps and flats. There arc only twelve notes or alphabet 
names ancl positions to memorize . so it's no big deal’ Since the 
guitar is considered a "C” instrument, always start and end the octave 
sequence on C before getting into other keys. 


ASSIGNMENT TWO . Apply the chromatic notes to the guitar 
fretboard. Find all note locations across the llngerboard by applying 
the “roadmap” 45 degree diagonal line technique starting with routs on 
5th and 6th strings. 


ASSIGNMENT THREE.. The "Song-of-thc-Wcek " Transcribe the 
melody and/or solo section ot a song and learn to play it Transcribing 
will help you to analyze and write songs You\ e got one week! 

ASSIGNMENT FOUR... Record your rendition of “Song-of-thc- 
Weck " Analyze what’s good and what’s not so good. 

THE BOTTOM LINE . After locating the root ol any scale on the 
cu imr, you should be able to locate 2-1/2 octaves across the Irctboard 
without thinking. 1 would suggest the URMSP (Radical Rules level 1). 
Be able to number the scale degrees and name the notes with alphabet 

letters in your sleep. 


< ' 5 I A j 1 1 ' B I< 

T he song is in I 1 
Let's jam m D 1 If 
you’re just beginning 
\\ ith the guitar, these 
expressions probably 
don't mean very much 
to you But, to more 
experienced players, 
these phrases mean a 
great deal In order to 
determine the key 
center of a piece of 
music, a pattern of 
sharps or Hats is 

placed at the beginning of the staff This pattern is called the key 
uf’iiatitre. and tells you the number of sharps or Hals contained in that 
key. That is, the sharps or flats placed in the key signature actually pin¬ 
point the notes to be sharped or Halted lor the song s duration, unless 
altered hy natural signs accidentals, and/or a new key signature 

Example I6-A shows all sharp key signatures for the treble clet 
Example /b# displays all flat key signatures for the treble clef 
Example 16-C demonstrates all sharp key signatures in the bass clef 
Finally, example 16-D shows all flat key signatures in the buss clef 



Signatures 


Example 16 *A 

Sharp Keys 


No Sharps - Key ot C Major 



Tv^o Sharps = Key of D Major 


P 

Four Sharps = Key of E Major 



Six Sharps = Key ol F: Major 



t ) 


One Sharp = Key of G Major 



Throe Sharps = Key of A Major 



Five Sharps - Key ol B P^ajor 



Seven Sharps = Key of C: Major 





LEVEL a fhrt ^ 

I 2 3 


i 




























Example 1&8 

Flat Keys 


No Frats - Key of C Major 



Two Flaio - Key of 0? Major 



Four Rats e Key of A > Major 



Sine Flats = Key of G> Major 



Example 16'C 

Sharp Keys 

No Sharps = Key of C Major 

1 y . __i 


Two Sharps = Key of D Major 



Four Sharps c Key of E Major 


SiJr Sharps = Key of F; Major 



One Flat - Key of F Major 


Three Finis - Key of E? Major 



Five Flats = Key of Dp Major 



Seven Flats - Key of Cp Major 



One Sharp = Key of G l^ajor 

l *M 


Three Sharps - Key of A Major 



Five Sharps - Key of 0 Major 



Seven Sharps - Key of C2 Major 



Fjrampfo 16 -D 

Flat Keys 


Example 1$-E 

Parallel and Relative Keys 


No Rais = Key ol C Major 

One Flat = Key of F Major 

Key 

Relative 

Major 

Rotative 

Minor 

Parallel 

Major 

Parallel 

Minor 

--- 

ffo 1 - 

C Major 

" LJLBJ 

A minor 

_ 

C minor 

Two Flats = Key of Qi Major 

s b -—i 

Three Flats = Key ot E.\> Major 

C Minor 

A Major 

A Minor 

e[» major 

C major 

F5 minor 

C major 

| 

A major 

A minor 


§t^kEEEEEE§ 


Four Fims = Key of A \t Major 


Five Flats = Key of D> Major 



Six Flats = Key of G? Major 


Seven Flats - Key of Cp Major 



Parallel and Relative Each key signature is 

associated with two 

additional keys and/or key signatures. Traditional music theory states: 

■ For each major key there exists one parallel minor key and one 
relative minor key. 

■ For each minor key there exists one parallel major key and one 
relative major key. 

The word "parallel" is defined as having the same tonic or root The 
word “relative” is defined as having the same key signature. For 
example, the parallel minor of C major is C minor Notice that both 
keys have “C” as the root but contain different notes The retain e 
minor ol C major is A minor C major and A minor have the exact 
same key signatures and contain the same notes, but the scale degrees 
are different Please note that "A" is the 6lh degree of C‘ major The 
6lli degree of any major ke\ is normally considered the natural minor 
or pure minor. 

The reverse is also line. The parallel major of C minor is C major, 
Again, both keys have “C" as their root, but contain different notes 
The relative major of A minor is C major Again, both A minor and C 
major have the same key signature and contain the same notes, but the 
scale degrees are different. Look over example 16-IC to get a better 
picture of the relationships between parallel and relative keys Only the 
kc\s of C and A are presented. 


IMPORTANT 


_Don’t knock yourself out trying to understand these 

relationships because it will take some time and practice to sink-in 
Just be aware that they exist, because one daj you will need to 
understand these types of relationships when it comes time to solo. 



Il 6 ASSIGNMENT 
* ONE... Do not 

memorize traditional key signatures unless you have an immediate 
need, such as being able to speed-read through music. Otherwise, just 
be aware of their implications. The chapter (Circle of Fifths) will oiler 
a unique and useable system for determining key signatures. 


ASSIGNMENT TWO .. Write on paper all major key signatures in 
both treble and bass clefs. 


ASSIGNMENT THREE. . Using the grand staff, write on paper ilie 
alphabet letter names including accidentals for each major scale, one 
octave per clef. For example, the alphabet letter names including 
accidentals and scale degrees lor the key of G major are G-A-B-C-D-E- 
Fjj and 1 -2-.U4-5-6-7 Include the scale degree numbers for each major 
scale and play these scale degrees on your guitar 1 personally 
recommend and use the URMSP for all major scale line work. 

ASSIGNMENT FOl'R, . ‘ Son e-of-lhe-Week " Do it lor one week! 

THE BOTTOM LINE, . Over the entire fretboard, knowledge of scale 
degree numbers and positions for all major scales up-the-seale, down- 
ihe-scalc, and in your sleep is essential if you intend to be an against 
the-wall, scorching-hot musiclan/songwriten 


IMPORTANT 


Whenever writing key signatures, it is essential to 
place sharps and fiats as shown on the staves in the previous examples 
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ircle of 
Fifths 


l hc # traditional 
apptoachla 
comprehending key 
signatures is to 
memorize the Circle of 
Fifths. Sometimes 
referred to as the 
Cycle of Fourths, the 
Circle of Filths 
presents the twelve 
tones of the chromatic 
scale ascending in 
per feci fifths. This 
system shows each 

key as it increases by increments of one the number o( sharps and flats. 
Sharp keys rotate and are presented clockwise. Flat keys rotate and are 
presented counter-clockwise. Keys having two names arc musically 
defined as enharmonic and will be found at the bottom ol the circle, 

The relative minor of each key is also shown under each major key in 
parenthesis. Example I7*A displays the Circle of Fifths. 

Example 17+A, 

Circle of Fifths 


Fiat Keys 


Sharp Key* 


c 

! ft mlnoO 



Enharmonic 


Note... As you travel clockwise (in the slurp direction), tMnggjw# 
or intervals arc perfect fifths (Circles of Fifths). On the other hand, 
SSS^icwisc (or in the fiat direction ), the moments or 

intervals arc perfect fourths (Cycle of Fourths) Either way,. < 
always cycle through all twelve tones before returning to C. 


Fat Cats »ii When I w as it ^ 

student of music, it 

was difficult for me to memorize a stupid circle with major and minor 
keys running around the circumference, ft seemed so classic and un- 
tool What I needed was a slick, modem system to conquer those w hat 
notes arc altered for this major scale ? situations My Iriends were all 
drawing those crazy circles in scare 1 1 of misplaced sharps and fiats, and 
use the circle for key cenlcr/sc.ile analysis 

The answer to the circle problem was clear By simply reorganizing 
the scale's seven alphabet letter names into a specific sequence, and by 
applying a system combination of plusfmintts direction and sharp/flat 
addition, the answer was created, The answer F-C-G-D-A-E-B! 

To make things a tilde easier, light-hearted one sentence stories have 
been used to help people remember specific sequences, whether 
number or alphabet based The popular sentence used in this situation 
is "Fat Cats Go Down Alley s Ealing Birds*' or F-OG-D-A-E-B 
This sequence is very exciting because it provides the following 
information 

■ L) It shows which keys are sharp keys. 

■ 2) It shows which keys arc fiat keys. 

■ 3) It shows how many sharps or fiats are m die key 
M 4) U shows which notes are fiat or sharp. 

■ 5) It shows lire relative minor key (Note the relative minor 
procedure will not be discussed because it is similar to ihc above, 
and should be determined by you if required.) 

Fat Cat Procedures My personal favorite 

Fat Cats procedure is 

to write the sequence 4 ‘F-C-G-D-A-E-B” on u piece of paper (or in my 
brain), and apply the plus/miniis direction and sharp/flat addition 
system. This approach may seem complex awkward, and strange at 
first glance, but it's a simple system, and it definitely works. Hey, all 
new concepts and systems seem strange at first glance Just remember 
to begin the sequence from ‘ C tor all of your work 

When F-CGDA-E-B is written, immediately go to the "C" note. All 
notes to the left of C (the minus direclion/flat direction) arc considered 
flat kiys. All notes to the right of C (the plus direction/sharp direction) 
are considered sharp keys Also, only the use of flat accidentals arc 
permitted in llal keys, and only the use of sharp accidentals are 
permitted in sharp keys. Traditional music theory stales fiats are 


not 


allowed to appear in sharp keys, and vicea-versa. Below arc the 
procedures for extracting the information from the Fat Cats Go Down 
Alleys Eating Birds / F-C-G-D-A-E-B sequence. 

“Jump” & Add Sharps *»««•»“«'«(< 

“ r of C (the munis 

direction) are flat keys All notes to the right of C (the plus direction) 
are sharp keys. Whenever exceeding ihc sequence in one direction, 
“jump" to ihc beginning of the sequence and continue by reading in the 
same direction For example, when you have a sharp key, you must 
begin with the letter or note C and read to the right or in the plus 
direction ft.e. C-G-D-A-E-B). Since the major scale requires seven 
notes, you need to count seven letters or notes, C thru B totals six 
nolcs’m the sequence, so we need to add one moie note in order to 
equal seven To continue reading in the sharp direction (the plus 
direction), “jump" over to F and continue reading F-C-G-D-A-E-B etc 
Continue reading to the right On the sharp direcuon/plus direction) 
Whenever this “jump' procedure is required, you must add accidental^ 
Sharps in the plus direction and flats m the minus direction must he 
added to all notes following the ‘jump 1 For example, alter reading i - 


G-D A-F-B in the sharp direction, “jump" to f T and continue reading to 
ihe right (in the sharp dtrectmn) Add a sharp to the note F because it 
follows the 'jump " So* you must read C-G-D-A-E-B. "jump to F and 
add the sharp F becomes F^ Since wc needed one more note to 
complete our seven note scale, the note F far F#j becomes the seventh 
1 final note to be read The result C-G-D-A-E-B-Fi 


“Jump” & Add Flats 


When you have a 
flat key, beiirn with 

_ * ^ 1 

the letter or note C, and read to the left (in the minus direction) So you 
will read C-F and slop. Since the major scale requires seven notes, you 
will need to read a total of seven notes C thru 1 totals two notes, so 
five more notes are required to total seven So continue leading in the 
fiat direction (minus direction), ‘jump” over lo B and read B-E-A-D-G- 
C-F etc You must continue to read left (in the fiat dircction/minus 
direction) Don't forget whenever ibis “jump" procedure is required, 
you must add accidentals. Sharps (in the plus direction) and flats (in 
the minus direction) must be added to all notes following the jump 
So. for this example, after reading C-F in the fiat direction, “jump” to B 
and continue reading left. Don t forget to add flats to notes B-E-A-D- 
G because they follow ihe jump ‘ Read C-F-' jump' 

01,, Since only five additional notes arc required to complete our seven 
note scale after the "jump," the notes B-E-A-D-G (or Bj,-E!,-A^-DJ,- 
G[,) arc the final notes lo be read The result. C-F-B^-E^-AIj-Dj-GI, 

How Mans f? The numbered 

J position ol the note 

in relationship to C determines ihe quantity ol accidentals The noie G 
ix the same as saying the key of G major, and will be our example. 

First step is to determine whether G is a sharp key or fiat key Answer: 
G is a sharp key because* if you read to the right from C * in the sharp 
direction), all seven notes are sharp keys. It you were to read to the licit 
of C (m the flat direction), you would I^e required to jump " and fiut 
the remaining notes G would then become Gt,. We are looking tor G 
noi G[j. So, G is a sharp key. 

Next step is to determine the numbered location of G in relationship to 
C Answer G is number one from C This numbered location tells the 
total number of sharps in the key of G major That is, the key ot G 
major contains one sharp Continuing through the Fat Cals sequence 
D is number two from C and contains two sharps A is number three 
and has three sharps E is four and contains tour sharps B is live and 
has five sharps “Jump ' F? is six and contains six sharps Finally* ( ? 
is number seven and lias seven sharps That is all seven notes in the ( * 
major scale are sharped. 

This same concept applies to flat keys Reading In the left tm the 
mmusyflat directionJ F is number one from C This numbered location 
tells the total number of fiats in the key of F major That the key of 
F major contains one flat Continuing through the Fat Cats sequence, 
you must ‘jump* to B[, is number two from C and contains two 
Hats E.^ is number three and has three tints A[> is Inur and has foui 
flats D\t is five and has five Hats (il> is six and contains si\ |3ais 
Finally, Cl, is number seven and has seven fiats. That is. all seven notes 
in the Cs major scale are Halted 


Sharp or 


This is easy ' As 
shown above, you 
only need to read the Fat Cats sequence m the proper direction anil die 
numbered position is equal to ihe total number of notes to include 
accidentals Ncm. u> you read across the sequence, cash note re i<> 
rcLCive an accidental If you have a sharp key. you must read the I at 
Cals sequence to Ihe right (in the sharp direction). If you have a flat 
kev you must read the Fat Cals sequence to the left (in the tl.u 
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direction) For example, C is a sharp key and is number "one" from C. 
The number one" indicates that G contains one sharp. To determine 
which note is sharp, simply return to the Fat Cats sequence and read to 
the right (in (he plus direction/sharp direction) from F to B. That is, 
read F-C-G-D-A-E-B The note F is to be sharped since it is also the 
number "one." So, the G major scale reads G-A-B-C-D*E-I : |. Hie 
next note in the sequence is number "two" D. D is a sharp key and 
contains two sharps... Fj{ and Cjj. F is number "one" and C is number 
“two." So, the D major scale reads D-E-Fft-G-A-B-Cjl. The next note 
is number “three" A, is a sharp key and contains three sharps .. Fji, CS, 
and Gj; So, the A major scale reads A-B-Cf-D-E-Ff'Gf. And so on. 

Flat keys work the same way, only you must read to the left. For 
example, F is a flat key and is number “one" from C. The number 
"one ’ indicates that F contains one ilat To determine which note is 
flat, return to the Fat Cats sequence and read to the left (in the minus 
direction/flat direction) from B to F. That is, you must simply read F- 
C-G-D-A-E'B backwards . The note B is to be flatted since it is also 
number “one " So, the F major scale reads F-G-A-Bl>-C-D-E The 
next example is number “two" B (a flat is added to the letter name B 
because of the “jump"). B is a flat key and contains two flats The two 
flatted notes are B and E; B is number “one" and E is number “two" 
So, the Bf> major scale reads B[>-C-D-E|,-F-G-A. Number “three" is A 
fa flat is added to the letter name A because of the “jump") It is a flat 
key and contains three flats which are B, E, and A. So. the Al» major 
scale reads Ajr-B[>-C-D-E[>-F-G. And so on. 


IMPORTANT 


For major scale construction. your First step should 
always be to write on paper the first seven letters of the alphabet, and 
then add the necessary accidentals, 



ASSIGNMENT 
ONE .. Memorize 
the sentence and/or sequence Fat Cats Go Down Alleys Eating Birds / 
FC-G-D-A-E-B 

ASSIGNMENT TWO.. Draw the Circle of Fifths Be sure to include 
enharmonics and relative minor keys* Don t forget, the root of the 
relative minor is also die 6th degree of the major scale The relative 
minor can also be seen as three frets below the root of it's relative 
major key, 

ASSIGNMENT THREE,.. Using alphabet letter names, accidentals, 
and applying the Fat Cats sequence, write on paper the seven note 
scales for all twelve major keys 

ASSIGNMENT FOUR .. “Song-of-the-Wcek/’ No excuses, do it for 
one week! 

THE BOTTOM LINE .. Bum-in the sentence and/or sequence Fat Cats 
Go Down Alleys Eating Birds, and understand us concepts. 



eading 
Music 


I f you would like to 
join forces with 
some of the more elite 
players such as Dunn 
Huff, Jennifer Batten, 
and Steve Vai, the 
ability to read music is 
a mandatory 
prerequisite. Look at 
it from another 
angle,,, the more 
abilities you acquire or 
possess, the better 
your chances are to 

find employment. If you cun read music, then you have just widened 
the gap between yourself and the competition It's tough trying to 
make a living in today's normal world, and if s even tougher in the 
music world Anything you can do to provide an edge over the next 
guy should be pursued Learning to read music is not always fun, but it 
does have its rewards. Music reading abilities allow- you to write songs, 
transpose music, arrange for other musical instruments, teach music, 
speak music intelligently, analyze solos, perform music with a band, 
improves your “time” and sense of rhythm, etc , etc , cte . Plus, you 
can cam a lot of money doing all of these things and more, just by 
reading music Don’t forget, knowledge means power! 




In order to read 
music, you must 

develop abilities to identify rhythmic notation values (Radical Rules 
level 2), and identify tones and notes with music notation (Radical 
Rules level 1) and your instrument (Radical Rules level 4). Your goal 
for unprepared music reading (i e. having the ability to read never 
before seen music) should be approximately 60mm with eighth notes. 
Faster speeds are simply not necessary' 1 In time you’ll develop the 
ability to scan and memorize a piece of music. 01 course, this scanned 
music will be placed in the short-term memory area of Lite brain But, 
you will remember the tune long enough lo complete its performance. 
In fact, 80% of everything a musician dues involves memorization, 
There's even a method in the entertainment business for learning pages 
of dialog in daily television shows called "Quick-Study.” The 
following steps should prepare you for music reading combat 

■ STEP ONE... To begin developing your music reading abilities, 
grab some rhythm studies at your local music shop or bookstore 
Primarily intended for percussionists, these studies are single^pitched 
notation values placed on a staff Dots, beams, ties, rests, and other 
note values can all be Found within rhythm studies Be sure to begin 
with easier rhythm studies if music reading is new to you Proceed in 
the same fashion as if you were working with Indian rhythms. That is, 
without your instrument, use your hands and clap through the rhythms 
and charts This will develop your sight recognition of notation values. 
By the way, there exists approximately 384 possible rhythms in the 
world of music, not including strange and bizarre rhythms. So, don't 
worry loo much about memorizing rhythm study charts Don't 
forget. musicians do it with metronomes! 

■ STEP TWO... Next step is to identify the notes placed on the staff. 
So, grab some very simple music consisting of whole and half notes, 
and proceed at a very slow tempo. Say those alphabet note names 
aloud as you proceed through the music to guarantee established note 
recognition* Do not clap, do not use a metronome, and do not use your 
instrument Yon can also find beginner level music for reading 
purposes in your local music shop or bookstore 


■ QTFP THRFF Armiv steps one and two to your instrument. The 
",Japprouch i'w keep your eyes slued to die music, 
metronome turned “on " and use Traditional Pattern U2 (Radical Rules 
level I) for your fltiijering position. Your hand should never stray oui 
of position 


Reading by Numbers 



As a Radical Rules 
music reading 

strategy alternative. I see relationships between notes as intervals. 
Rather than seeing traditional alphabet noic names placed on a staff, I 
see the interval between each and every pair of notes. For example, 
there is an interval between notes one and n\o. then there is an interval 
between notes two and three, and so on throughout an entire piece of 
music. I only need to determine the key center, apply my favorite 
major scale pattern, and go for it' It's just like readmg-by-numbers, 
and is a really “cool" alternative to traditional music sight-reading 

18 ASSIGNMENT 

ONE Take a trip 
to your local music shop or bookstore and pick-up a rhythm study 
book. Then, find a nice quiet spot to attempt STEP ONE You'll 
probably need some help from a local music instructor, music teacher 
at your school, or friend to assist you in understanding and counting 
through the rhythm study examples. Asking for advice at this point 
will definitely speed your rhythm and music reading abilities. 

ASSIGNMENT TWO . Your 1 Song-of-lhe-Week" should come from 
a piece of written music Perhaps you found one of your faxortie song 
in a monthly guitar magazine y Put the song together with only the ii' 
of sheet music. Don t memorize the sequence of notes on your guitar 
and playing by “ear’ is not allowed. These only defeat the purposi 
sight-reading Hey, don't forget to record your performance' 


tC 01 


Spend at least one week on this and every chapter If you think jou r 
different and can fool Mother Nature w think again II takes time and 
effort lo develop motor skills and long-term memory. If you want U ■ 
it your way, maybe you should look for another profession or hobbs 
Check Radical Rules (level 6) for more details. 

ASSIGNMENT THREE .... It's review time 1 If you want to learn 
quickly, it’s important to maintain contact with the outside world. 

Don 7 lock yourself in your room with your guitar, (May be you e< ui I 
give guitar harmony/theory/tedinique lessons?) If you have not visile 
a local music instructor this month, it's lime to set-up a private lesson 
Outside “help" is required to reinforce all chapters found in this 
level! It s emeu] to thoroughly understand everything found in the 
previous pages before moving-on to the next level 

THE BOTTOM LINE,., Develop the ability to sight-read music at 
60mm using eighth notes. Faster sight-reading speeds are just not 
necessary because “p ro ' musicians typically scan and memorize 
written music. 

Note,*. Dann Hull 3 $ a guitarist's guitarist With impeccable, high 
profile studio credits, he possesses a rare talent for articulation at wa 
speed. His solos are technically amazing and always going soiftewhe 
making a statement. You may not be a rocker, but it's important to 
check-out the competition. You can catch Dann doing all of the 
dazzling. laser-hot guitar work with Ms group “GIANT.” It's a u 
idea to learn some of his tunes for “Song-of-lhe-Week ” 
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CHAPT IS K 




P cntatonics seem lo 
prevail in most 
forms of western 
music. But, they are 
rarely understood. 

The term pentatonic is 
a word consisting ol 
two individual pans. 
"Penta" originally 
comes from the Greek 


word pvnti\ and is 

defined as (he number five 'Tonic" is defined as loyally lo the root, 
and has been discussed in previous chapters When you combine the 
two terms (penta + tonic), a five-note scale related to the root (tonic) is 
created. In other words, grab any scale and subtract predetermined 
notes until only five remain. The pentatonic scale is really just a 
simplified version of any diatonic scale. 


Example 19-A 


C Major Pentatonic 

UJ1WSP or Ionian Inpi Mijoi Scak» Pailorn 1 root on A ifnny 

I j j J J J r 
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Various forms of pentatonic scales exist, but three specific types ‘‘rule'’ 
in today's music. The first and foremost is the major pentatonic scale , 
As its name suggests, it is a major scale consisting of only five notes. 

1 he fouah tone flhc subdominant) and the seventh tone (the leading 
tone) are eliminated from the standard seven-note major scale. These 
two notes are commonly referred to as the tntone, produce a kmd of 
"movement" within a major scale, and arc never 4 at rest T ' That is, 
whenever you play the fourth or seventh degrees of the major scale, the 
ear wants to hear it followed by another note By eliminating the fourth 
and seventh degrees (the iritone), a scale comprised of notes with the 
ability to function as temporary/long duration "rest" and stop points is 
created That is, the ear is happy to slop and/or "rest" on any note of 
the major scale other than the tourth and seventh scale degrees 

Pcntatonics entitle the musician to smooth-flowing groups of notes 
which allow for larger than normal iiitervallic leaps (when compared 
directly to seven and eight note scales) Playing pentatonics up and 
down the scale, or in random patterns, gives the impression of 
virtuosity. It’s definitely a great sound, and was dominant during the 
late sixties and early seventies But, don't feel that pcntatonics are 
"old" or "past history." Joe Diono once told me that you can get more 
from five notes than seven,, plus, it's faster 1 He also said: 7/ can take 
more than a lifetime to work with scales andpcntatonics, so only take 
what yon need / " Give major pcntatonics a shot! They can be plugged- 
m and applied in the same fashion as you would approach die seven- 
note major scale, hut with only five notes. Effective musical phrasing 
can be created quickly, and pcntatonics sound totally bitehin' The 
major pentatonic scale degree formula is as follows: 


IMPORTANT 


Major pentatonic formula: 1-2-3-5-6, 


C Major Pentatonic 
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C Major Pentatonic 

Tfnd i (j DriAl <U jjcr $u>e Pattern *2 ■ root or A ilflng 



Note... The notes of a major pentatonic scale are the same, exact notes 
as its relative minor pentatonic scale. The intervals and scale degrees 
are different, but the notes are the same! Look over the next chapter 
titled “Minor Pcntatonics” for additional info 

Example 19-A show's the C major pentatonic scale in notation, TAB, 
and fingerboard diagrams. A few patterns are demonstrated. Be aware 
that various seven-note major scale patterns have been used to construct 
the five-note major pentatonic scales. So, it’s up to you to determine 
the best pattern (or pattern combination( for recognizing scale degrees 
quickly and accurately. Also, determine the best pattern (or pattern 
combination) for your hands and lingers. Always strive to locale your 
comfort-zone* The major pentatonic scale can be played over its major 
key center and over its relative minor key center. 
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Example 19-B shows my personal favorite major pentatonic pattern 
over two octaves Again, it*s ihe C major pentatonic, and is domed 
from ihe URM5P Tins pattern allows me to hum and locate scale 
degrees at Warp 9, because I always repeat the same major pentatonic 
pattern, Repetition is the method required by one's body to hum 
information and technique (motor skills) into memory tells which are 
located in the brain, muscles and fingertips Repetition is also one of 
the nu|or ingredients for becoming an above-average musician Norite 
how ihe root ol the pentatonic pattern always follows a 45 degree 
diagonal line across the fingerboard and repeats Play mg guitar it 
easy’ It only takes rune, perseverance, and repetition. 
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C Major Pentatonic 
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Minor Pentatooics 


This is our first look 
into the world of 


minor keys Up to this point* we have concentrated all el forts toward 
major key centers Bui, soon you will see that whatever is said ahoul 
major keys also pertains to minor keys You will not need to learn any 
new procedures .. only some new formulas. Plus, you'll soon discover 
that many of your favorite songs are actually in minor keys 


Minor keys can loosely be described as any scale containing a p 
(pronounced, “flat three or "flat third ) The p seems to be the 
distinguishing factor between major and minor keys Tn music 
terminology,"the third degree interval determines whether a key center 
is major or minor That is, a major key center contains the major third 
(31 interval, a minor key center contains the minor third interval <p) 


C Minor Pentatonic 

Tratj.rionji Mikm Pit!pm ' twT on A itrlfig 
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IMPORTANT 


Minor pentatonic formula l-p-4-5-p 


The notes of the minor pentatonic scale are exactly the same as those 
found in its relative major pentatonic scale The intervals and stale 
degrees are different but the notes are the same 1 As seen in previous 
chapters covering major key centers, the relationships between relative 
and parallel keys”remain intact even when discussing minor keys. 

Example J9-C demonstrates the C minor pentatonic scale. It shows 
various major scale patterns altered according to the minoi pentatonic 
formula. Always remember to begin with the major scale, then adjust 
or alter this same major scale according to the required formula. The 
minor pentatonic can be played over its minor ke\ ; center and/or over its 
relative major key center. 
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C Minor Pentatonic 
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C Minor Pentatonic 

URMSP cr Ionian 3rpj major Ceafco Pattern / tool on £ siring 
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LEVEL 5 - Si ales 
1 2 3 4 5 0 7 0 


Example I9-D shows the traditional minor pentatonic pattern u mti y 
Radical Rules/Zend tuning. This pattern (or shape ) tends to be the hr- 
soloing pattern learned by the majority of players, both famous ,ind nc 
so famous Again, il von use the same pattern or shape as other 
players, your lingers will “move’' in very much the same manner as 
those players using the same shape, resulting in similar lines and solos 
Mother Naiure seems lo "rule 14 m this situation. This is the reason ■ ■ 

1 cmpha<i?e non-iradtlional patterns and shapes. Breaking-Uie-irmlii 
seems to create fresh ideas m uncharted territories. Go ahead and giu 
traditional patterns a try- whenever you want to re-creatc traditional 
styles of music But, if you intend on breaking new ground with your 
signature music, go lor non-traditional patterns and pattern 
combinations You mav even discover one or two non-traditional 
patterns which work 1000% better for your comfort-zone when 
compared with traditional shapes Personally I have discovered 
anything non-tradiuonal works great 1 The non-traditional approach 
really got things together for me. and I recommend it highly’ 
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Example 19-D 
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Blues Scale Considered a 

member of the n 

pentatonic family, the blues scale seems to find its way into mam 
diverse musical styles It s the scalc-of-choice vs lien human, uik> 
qualities are required during soloing and nils As a mailer ot ta^t 
tends to be one of the most stinging and emotional scales due to il 
addition of the flat five (^5) Referred to as the blue note, the Lo i 
responsible for the characteristic sound of this unique scale. The H 
scale is really |usi a minor pentatonic scale with the addition ui Hi 
which is typically heard as a bending tone Thai is. onh when K t 
to and from the 4th and 5th degrees, although it can equally functu 
the same as any note found within the minoi pentatonic scale Sup 
glue this scale into your brain and make it suck like Tetloii 

Blues scale formula: 1-[> 1-44,5 >1,7 

Example 19-E shovvs a variety of major scale patterns altered to ft 
blues scale formula. Example 19 -/- demonstrates the traditicrnoi 
scale pattern over two ouaves Don’t forget, this traditional pan 
[list an altered major scale, I suggest you experiment, with all e 
in search of your personal comfort-zone Ot course, the import u 
tiling is to memorize the iormtilas and know the location of all 
degrees The blues scale can be played over its minoi kev kcr.i 
over its relative major key center 


IMPORTANT 
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C Blues Scale Example- 19-F 

Tiadilional M-i|CV Seal? Pattern *? rooT on A. airing 
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C Blues Scale 
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Is it possible to make 
a major scale sound 
bluesy over a major key center 1 ' Most musicians will resort to the 
major scale’s relative minor scale or pentatonic, add the (,5 blue note 
and cnink-away. Other guys think everything in minor’ is some form 
of the blues Well, neither method is entirely correct But, if it were, 
from where does the minor scale originate" 7 Answer: n comes from the 
major scale! As I always say. everything in western music seems to 
revolve around the major scale. So, why is it necessary to leave the 
major scale and use other scale forms w ith different names and 
different roots 11 Well, I don't really know 1 Maybe some musicians like 
to show-off and confuse those around them with complicated and 


Blue Note/Major Scale 


illogical systems? Adding the 1,3 (pronounced “flat three" nr “flat 
third" ) to the major scale and/or major pentatonic is all that’s required 
to create a bluesy sounding major scale or major pentatonic n\er a 
major key center. Think about it! Since any major scale contains the 
same, exact notes as its relative minor only the intervals and scale 
degrees are changed When keys are relative to one another, the >3 in 
a major key is the same note as the t>5 itt a minor key. 

Example 19-G compares C major notes and scale dcgrees/intcnaK with 
its relative minor ... the key of Am 

Example t9~G 


Rqlnlivo Major / Minor 
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By adding the [,3 to any major scale pattern such as my personal 
favorite URMSP, we have created a major scale with a hlttes texture 
Don't forget any scale containing the 1,3 is normally reserved fur 
minor scales Brn. in this major scale situation the 3 is considered j 
passing tone because it is only played when bending <>r passing to and 
from the 2nd and 3rd degrees. Most '‘pro" performers have at least one 
comfort-zone scale pattern that they use for the majority of their 
playing needs because it works for them. They don't grab aimlessly for 
hundreds of different patterns As Joe Diono said ‘ It u oitU take a 
lifetime to work with st ah \ anti pentatomes Vs a. musician you need 
to develop a pattern that works for you T There s not enough time tn 
misuse patterns and/or systems which work against you So, akvuw 
strive to seek-out y our comfort-zone scale pattern or pattern 
combinaiion and repeal it over and over and ovet Repetition is one ut 
the major components for success 1 

Example }9-H presents nn personal eomfurt-zonc l RMSP pentatonic 
with a Don 7 play the (,3! Only bend from the 2nd degree ’up u < 

the J,3 (half-step bend), or to the 3rd degree (whole-step bendf You 
can also reverse the bend from the 3rd degree “down** to the t,3 (half- 
step bend), or to the 2nd degree (whole-step bend) li \ up to you* 
Don't forget, anything is possible because there are im \fnsu Poht e* 
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C Major Pentatonic with [?3 
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The L.A. Pentatonic There's a new 

pentatonic being 

used by some of the guys m Los Angeles, It's very similar to ihc major 
pentatonic, and could possibly be called a dominant pentatonic. But, I 
preler to call this new pentatonic creation the LA pentatonic The 
LA. penta consists of more than five notes, but it is still considered a 
pentatonic, Try the L,A. major pentatonic over the harmonized major 
scale, and the L.A minor pentatonic over the harmonized minor scale, 

L.A. major pentatonic: 1-2-3-5-647 
L.A minor pentatonic: 14243-4-547. 


IMPORTANT 



ASSIGNMENT 
ONE Write cmc 


original song in three \ersions with lyrics. Song version one should 
combine the major pentatonic with the harmonized major scale, song 
two should incorporate die minor pentatonic with the harmonized 
minor scale, and song version number three should demonstrate the 
blues scale with the appropriate harmonized scale (i.e. the major blues 
scale matched w ith the harmonized major scale, or the minor blues 
scale combined with the harmonized minor scale), The standard 
leadshcct format should be used for melody. lyrics, and chords. 


Example 20-A is only for demonstration purposes, and should not be 
memorized. But. it is crucial to memorize the older in which the modal 
names appear, beginning with Ionian (mode (#1) and ending with 
Locrran fmode if )). It's important not to confuse the sequence of 
inversions or modes The following sentence is a noteworthy method 
for modal sequence memorization: 

If Dora Plays Like Me All’s Lost! 

Ionian Dorian Phrygian Lydian Mixolydian Aeolian Locrian 

Regrettably, most musicians’ understanding of modal theory terminates 
at this stage. Up to this point, we have only seen a rearranged major 
scale But don't stop now! The next step is to call die mode by iLs root 
{i.e. C Ionian, I) Dorian, E Phrygian, F Lydian etc ). Unfortunately, 
w'hcn playing in the key of C, major scales or modes with names and 
roots other than "C" only cause confusion and frustration In fact, 
mutlul magic begins after learning to determine and combine modal 
scale formulas with matching harmonized scales. These matching 
systems will be discussed in Radical Rules (levels 7 and 8). But, for 
the remainder ol level 5, we will only cover major and minor tonality 
scales (i c modal and nan-mod.il scales containing notes to be played 
over major key centers and minor key centers respectively). 


ASSIGNMENT TWO. Continue the quest for your comfort-zone 
major scale pattern or pattern combination 

ASSIGNMENT I HREE .. “Song-of-the-Wcek,” Doit! Use it! 

THE BOTTOM LINE. . Develop the ability to “hear’’ and understand 
the si nulari tic s/differences between major “pentas" {slang abbreviation 
for pentatonics), minor “pentas,” and the blues scale. As with all 
chapters, repeal this chapter for at least one week. 


T his is a spooky 
subject! Lots of 
guys and gals diink 
inodes can make your 
playing sound totally 
incredible. 
Unfortunately, these 
same musicians 
misuse and/or 
misinterpret modal 
theory. The textbook 
definition of modes is 
simply an inversion ot 
a diatonic scale Don't 
forget, an inversion is 
only a rearrangement 
of notes within a 

diatonic scale. Rearranging the order ol notes will not help to create 
any tiling new, different, exciting, or extraordinary -because the notes 
are exactly same 1 But, understanding major scale modal formulas, and 
applying them appropriately, will definitely entitle you to lots of fresh, 
innovative lines, and lots of blistering, tonsil-shredding solos 


c i i a i"*'i'i *: 



Major 

Tonality 

Scales 


Since there arc seven notes in the major scale, then there are also seven 
possible major scale inversion combinations Modes arc referred to and 
described as Creek names These foreign names really sound scary and 
intimidate most music students who are unfamiliar with modal theory. 
But, don’t give-up* The following chart presents the seven major 
modes with Greek names and note inversions. The key of C major is 
demonstrated 


Example 20-A 


Scale Degree 
and 

Interval 

(key of C major) 

Alphabet 

Letter 
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Scale Notes 
and 

Scale Inversions 
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F-G-A-B-C-0-E 
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G-A-B-C-D-E-F 
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Aeolian 

A-B-C-O-E-F-G 
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Locrfan 

B-C-D-E-F-G-A 


Major Modal Scalos As discussed earlier 

:• in this book, scales 

without a p tend to sound somewhat major in quality. Scales with a L3 
tend to sound somewhat minor in quality. Of the seven available major 
scale modes, three are major in quality 'The remaining four modes are 
minor in quality Example 20-B shows the three scales by name, 
formula, and member notes. The key of C major is presented, and all 
three modal scales can be played over the key of C major. Excluding 
the C Ionian scale, which is 100% diatonic to the C major scale 
(because it really is the C major scale with a redundant name), the flat 
and sharp notes found within some scales indicate that you will be 
slightly ‘ outside" of die diatonic C major scale. When played over the 
key of C major (i e played over a harmonized C major scale), these 
scales should be considered altered scales rather than modes 


IMPORTANT 


__ This approach to modes is an extremely simplify 

technique, and does not fully exploit the unique sound of each mcl 
Modal scale formulas are shown without their matching harmonize 
scales in example 20-B. Without correctly matched harmonized v 
the characteristic modal sound will not he heard 1 Modes and lheir 
matching harmonized scales are in Radical Rules (levels 7 and Sj 


Example 20-B 


Mode Names 

Mode Formulas 

Mode Pitember Notes 

Unaltered C Major Scald 

UnaFlciTCi C Scji# 

UT.JllcmS r Sc 1.0 

C Ionian 

1-2-3-4-5-6-7 

C-o-E-F G-A-B 

AlLvrtd C Major Scalri 

t'Jprpa C Map* !icsiti 

Altered C Maf&r Sci'-i 

C Lydian 

1-2-3-M-S-6.7 

C-D-E-F^G-A-B 

C Mixolydian 

l-2-3-4-5-6->7 

c-o-e-f-g-a-b,. 


Example 20-C shows the C Ionian, C Lydian, and C Mixolydian sc 
based on the URMSP If you have already burned-m this pattern 
simply altering the specified scale degrees is all that’s required M , 
personalized pentatonics for these scales are also demonstrated In 
order to create a major pentatonic, he sure to use the major peuum 
formula as a guideline. Or. you can break the rules like most uium. 
and create your own personalized five-note pentatonic scale. To -jx 
full characteristic impact of these and all scales and/or modes, it’, 
mandatory to combine scales with their matching harmonized scale 
Matching systems are covered in Radical Rules (levels 7 and Si 


Example 20-C 
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The ,v< ale 

i-i made-up entirely 
of whole-steps, and is rightfully nicknamed the whole tone scale. Since 
this scale docs not contain a j,3, it’s placed into the major scale family 
Directly related to the augmented chord, the augmented scale is a 
sxinmctricat .scale because it's constructed of intervals crjual in distance 
and quality Look closely at the fretboard diagram in example 20-1) 
and you’ll see that the augmented scale pattern endlessly repeats the 
same pattern or shape. . up-the-scale and down-thc-scale. 



Example 2ChD 


C Augmented / Whole Tone Scale 



IMPORTANT 


AugmcntedAvhole tone formula 


1-2-3-8445-86 



20 ASSIGNMENT 
ONE ,, Wnlc one 
original song with lyrics m three versions Thai is, song version 
number one should be based on the C Ionian scale, song version two 
the C Lydian scale, and song version three the C Mixolydian scale 1 
would suggest using the harmonized C major scale lor your song's 
chord progression The standard leadshcct format should be used for 
melody, lyrics, and chords, C Lydian and C Mixolydian (and the C 
augmented scale) will sound a Utile “outside T due to die accidentals. 
Don't forget, this is a simplified chordal approach, arid does not fully 
exploit the unique sound of each mode! Matching harmonized scales 
must be used m order to achieve the full characteristic sound of each 
mode Check Radical Rules (levels 7 and 8) for more info 


ASSIGNMENT TWO-Draw a fretboard diagram demonstrating the 
pattern and/or pattern combination used to perform assignment one, 
and explain the shape Maybe iris your comfort-zone pattern? 


ASSIGNMENT'' i 1REE .. Repeat assignment one* but use double- 
stops for all solos Double-stops is a term referring to the use of two 
notes sounded simultaneously, as opposed to single-note lines or solos. 
All member notes of the diatonic scale arc available to be 1 paired’ as 
double-stops, and sound awesome when played through a clean to 
semi-clean amp. Acoustic guitars are totally ‘‘cooT when applying this 
technique Asa major part oflus trademark style, Jimi Hendrix 
incorporated double-stops during many of his chordal fills and solos. 


ASSIGNMENT FOUR . Try to work-in the augmented scale into the 
above assignments as a surprise **llir during your solo 


ASSIGNMENT FIVE.. - ^Song-of-lhe-Wcek” Don't wimp out 1 


THE BOTTOM LINE .. Develop the ability to "hear" the slight 
differences between Ionian, Lydian, and Mixolydian scales Determine 
which scale feels and sounds good to you Hey, it's time for you to 
begin working m musical areas which How comfortably from your 
personality (i e something closer to your heart) You simply don't have 
enough practice time to work against your unique, individual instincts 
Repeal and record this chapter for one week. 



C l I AT I l l< 

O inee major stales 
O are typically played 
over harmonized 
major scales, then ii 
should follow that 
minor scales are 
played over 
harmonized minor 
scales Discussed in a 
pluvious chapter were 
the relationships 
between 
re laii ve/parallel 
major/mmor keys 
Understanding the 
re lame/parallel 
concept is probably 

the easiest method for determining minor key chord progressions For 
example, the harmonized C major scale contains the same chords as its 
relative minor, the harmonized A minor scale Only the Roman 
numerals and chord functions have changed Another example would 
be the harmonized Ej, major scale which contains the same chords as 
Us relative minor, the harmonized C minor scale Again, only the 
Roman numerals and chord functions have changed. So, as usual u’s 
possible to derive everything from the major scale You muM only find 
a major scale's 6th degree to determine its relative minor key The 
major scale’s 6th degree chord also functions as the root chord or ibe I 
chord (pronounced. 1 the one chord ') of the harmonized minor key with 
the same name Check-out example 2}-A for details 


inor 
Tonality 
Scales 
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It's important to remember that harmonized minor scale chords can be 
treated with the same set of rules as those applied to harmonized major 
scale chords. For example, tome, subdominate, dominate, and diatonic 
substitution formulas can all be applied to harmonized minor scale 
chords As staled earlier, anything applied to major keys may also he 
applied to minor keys 

Be aware that the above harmonized minor scale approach is presented 
at this time to provide the reader with some baste minor scale 
fundamentals trom which to work. The system presented lbr locating 
and determining harmonized minor scales may not be the fastest 
method, but it is proven to be an outstanding foundation 


As discussed earlier, 
scales without a |,3 
tend to sound somewhat major in quality Scales irifft up tend to 
sound somewhat minor in quality OT the seven available major scale 
modes, three are major m quality The remaining four modes are minor 
in quality The next chart shows the four minor modal scales by name, 
formula, and member notes. The key of C major is presented, and ail 
four modal scales can be played over the key of C minor Flat notes 
placed within some scales indicate that you will be slightly "outside” of 
the diatonic C minor scale When played over the key of C minor (i e, 
played over a harmonized C minor scale), these scales should be 
considered altered scales rather than modes. 


Minor Modal Scales 

— 


IMPORTANT 


This approach to modes is an extremely simplified 
technique, and does not fully exploit the unique sound of each mode. 
Modal scale formulas arc shown without their matching harmonized 
scales m example 21-B Without correctly matched harmonized scales, 
the characteristic modal sound will not be heard f Modes and their 
matching harmonized scales are in Radical Rules (levels 7 and Sy 


Example 2t-B 


Scale Names 

Scale Formulas 

Scale Member Notes 

|. - _ ~ ] 

Urta!LBr«l C Major ScSi4 

Unaltered C Major Scale 

Unaltered C Major Sc^to 

C Major (C ionljnJ 

1-2*3 *4 - 5^6-7 

C-D-E-F-G-A-B 

Alfred C Uttar Scat** 

Altered C Major ScaJoi 

AllPiecJ c F.iajor ScOlta 

C Dorian 

t-2-1.3-4.5-6-1,7 

c-d-e.-f-g-a-b;. 

C Phrygian 

t 4,2-43-4-5-46*1:7 

c-d^-e-f-g-aI-bV 

C Aeolian 

1-2^3-4-54,6-1,7 

C-D-Et-F-G-Alr-Bp 

C Locrian 

14243-4454g47 

C-Dj-E^F-Gl^A^Bl, 


Example 21 -C shows the C Dorian, C Phrygian C Aeolian, and C 
Lex nan scales based on (he URMSP If you have already burned-in 
this pattern, simply altering the specified scale degrees is all that’s 
required My personalized peniatonics for these scales are 
demonstrated In order to create a minor pentatonic scale, use the 
minor pentatonic formula as a guideline. Or, break the rules like me 
and create your own personalized rise note pentatonic- scales and 
shapes Don 7 forget, in order to get the full characteristic impact of 
these and all scales, it’s mandatory to combine scales with their 
matching harmonized scales! Details can be found in Radical Rules 
(levels 7 and 8). 
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Homework/Chapter 21 ASSIGNMENT 

ONE Write an 

original song with lyrics in four versions. Song version number one 
should be based upon a C Dorian scale, song iwo the C Phrygian stale, 
song three the C Aeolian scale, and song four the C Locnan scale. Use 
the harmonized C minor scale for your song's chord progression The 
standard leadshcet format should be used for melody, lyrics, and 
chords. Don’l forget, this is a simplified chordal approach, and does 
not fully exploit the unique sound of each mode! Matching 
harmonized scales must be used in order to achieve the full 
characteristic sound of each mode (Radical Rules levels 7 and 8), 

ASSIGNMEN I WO .. Sketch a fretboard diagram demonstrating the 
pattern and/or pattern combination used to perform assign mem one and 
explain. Maybe n's your comfort-zone pattern 9 If so, why? 

ASSIGNMENT THREE.. 1 S on g - of-t he - We e k f Do it 1 Record it 1 
You've got one week, so make it perfect! 

THE BOTTOM LINE,.. Develop the ability to hear the slight 
differences between Dorian. Phiygian, Aeolian, and Locrian scales 
Try to determine which scale, if any, feels and sounds good to you. Go 
for your comfort-zone! Always strive to become a thinking musician, 
rather than one who randomly cranks-ofT pre-lenmcd patterns, shapes, 
and phrases’ It's not necessary to analyze everything you play, bul vou 
should understand music theories, devices , relationships, and concepts. 



W hile literally 
hundreds of 
scales exist, 1 will 
examine only five 
additional scales 
Although these 
remaining five scales 
arc not widely used m 
today's music, there 
are, in fact, several 
diatonic chords 
derived from them 
wh'ch arc used as 
chord substitutions 
The harmonic minor 
melodic minor* 
diminished scale, 
Hungarian minor 
(sometimes referred to 

as the gypsy minor ), and Japanese minor pentatonic arc all somewhat 
minor in sound due to the (*3, and can be played over their harmonized 
minor scale. But, by substituting the relative major scale, these minor 
scale formulas could easily be transformed into major scales, and then 
played over their harmonized major scales. The eftecl ol major and 
minor scales compared with their relative scales can sometimes he 
good, and sometimes not so good. The uniqueness ol each and every 
scale should be experimented with and judged solely by you. It s your 
music and your decision! 

Without correct chords to match specific scales, the true characteristics 
of a scale will never be realized Radical Rules (levels 7 and will 
cover optional systems geared for deicrminmg correct combinations ol 
chords and scales. But, ihe uniqueness and value of a scale (and its 
matching harmonized scale) should be experimented with and judged 
solely by you Again. iLs your music 1 


ore Major 
and Minor 
Tonality 
Scales 


These next five scales are minor in quality due to the The chan 
below shows these scales by name, formula, and member notes. The 
key ol C major is presented and altered lo fit ihe specific formulas All 
five scales can be played over the key of C tumor. But, be aware that 
altered notes placed within some scales indicate that you will be 
slightly "outside" of the diatonic C minor scale When played over the 
key of C minor (i e. played over a harmonized C minor scale), these 
scales should he considered altered scales 


IMPORTANT 


Please note that this chordal approach lo scales is an 
extremely simplified system, and does out fully exploit the unique 
sound of each scale. Example 22-A presents scale formulas without 
their matching harmonized scales Without correctly matched 
harmonized scales, ihe characteristic sound of each scale will not be 
heard 1 (Check Radical Rules levels 7 and 8 for mate him; systems.) 


Example 22-4 


Scale Names 

Scale Formula 

Scale Member Moles 

Unjiiemi c u,ijq> Scflio 

UnjlWcO C Mai cf Scale 

UnalTcrod C IJLi|or ScalO 

C Major Scale 

1-2-3-4-5-6-7 

C-D-E-F-G-A-B 

Alto rtf C Ua^or Stfrlei 

Ail fried C Major Stairs 

.lEDrml C Ma|or SCI*. 

C Harmonic Minor 

1 -2-V3-4-5^G-7 

C-0-E~F-G-A>B 

C Melodic Minor 

t-243-4-5-6-7 

C-D-E-F-G-A-B 

C Diminished Scale 

l-243-44>5-SG*G-7 

c-d-e!-f-g>A;-a-b 

C Hungarian Minor 

|C ljyp3v mtr gf J 

1-2-^24-5-30-7 

c-d-Et-f:-g-a-b 

C Japanese Minor Pentatonic 


c-o-e^-g-a!. 

C Japanese Major Peniatonle 

1-3-4-6-7 

c-e-f-a-b 


Nole , The Japanese major pentatonic is also presented and compared 
to the Japanese minor pentatonic in order to demonstrate major/minor 
scale flexibility and usage. The key of C major is used and altered 
throughout both examples Of course, the major pentatonic can be 
played over Us harmonized major scale, and the minor pentatonic can 
he played over its harmonized minor scale 

The harmonic minor and melodic minor scales are not so popular 
today, but they were extremely common in the music of Mozart and 
Bach Somewhat classical m sound, the harmonic minor scale lias been 
re-popularized by guys like Uli Roth, Yngwie Malmsteen, and Paul 
Gilbert The doomy diminished scale is a symmetrical scale because 
it's constructed entirely of intervals consistent in distance and quality 
Its structure ts whole-step / half-step / v\ hole-step / half-step, etc The 
Hungarian minor scale and Japanese minor and major pentatonic* are 
also available whenever you want to sound unique and/or oriental 
To get the full characteristic impact of these and all scales, it's 
mandatory to combine scales with their matching harmonized scales. 

Example 22-li shows die C harmonic minor, C melodic minor, C 
diminished, C Hungarian minor (C gypsy minor), C Japanese minor 
pentatonic, and C Japanese major pentatonic scales based on die 
URMSP My personalized peniatonics for these scales arc 
demonstrated Don t forget, in order to create a major or minor 
pentatonic, use the major or minor pentatonic formula as a guideline 
Or, you can break die rules and create your o\ui personalized five note 
pentatonic scales and patterns. Many different pentatonic formulas can 
and do exist. 
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ASSIGNMENT 
ONE,. Write OllC 
original song with lyrics in six versions, Song version number one 
should be based upon a C harmonic minor scale, song two should 
incorporate the C melodic minor scale, song three is the C diminished 
scale, song four is the C Hungarian minor (sometimes called gyps\ 
minor), song five is the C Japanese minor pentatonic, and song versinri 
number six should demonstrate the C Japanese major pentatonic E nr 
the chords in your song, I suggest the harmonized C minor scale for all 
minor scales, and the harmonized C major scale for the C Japanese 
major scale. 


Homework/Chapter 22 


The standard leadsheel format should be used for melody, lyrics and 
chords. Refer to Radical Rules (level I) for leadsheel review if 
necessary. Don’t forget, this is a simplified chordal system, and docs 
not fully exploit the unique sound of each scale! Matching harmonized 
scales must be used tn order to achieve the full characteristic sound of 
each scale. (Matching systems are in Radical Rules levels 7 and H i 

ASSIGNMENT TWO . Draw a Tetboard diagram demonstrating iIk 
patterns and/or pattern combinations used to perform assignment one 
and explain why you have selected these shapes. 

ASSIGNMENT THREE., The “Song-of-the-Weck,’’ Select a sone 
and learn to play it' Repeat for one week, make it sound perfect! 

ASSIGNMENT FOUR. . Record the above assignments on a cassette 
Analyze what's good and what's not so good with your performances 

ASSIGNMENT FIVE. It's review time! If you want to learn quicklv 
and effectively, it’s important to maintain contact with the outside 
world Do not lock yourself in your room with your guitar/ fit's 
never too late to join a band and/or teach guitar harmony, theory, and 
technique!) II you have not visited a local qualified music instructor 
this month, U*s time to set-up a private lesson. The instructor can be ,i 
fnend, music teacher in your neighborhood school, local musician, or 
c hoir director at your church Outside ‘'help" is required to reinforce 
oil chapters found in this level1 It’s crucial to thoroughly understand 
everything found in the previous pages before moving-on to the next 
level Don t “kid” yourself If you sincerely want lo be a guitar-cod nr 
songwriting tidal wave and cam a zillion bucks, izo and get some" 
outside assistance! 


exist within the musical universe. Try io determine which scale, if an 

teds and sounds good to you. Push the envelope and no for vour 
comlorl-zone' 


C Hungarian Minor Pentatonic 

l-SJ-W 5-7 



IMPORTANT 


mandatory to find a balance between perfection and pus limit-the Inn 
Always set your metronome 5, 10 or 20 bpm higher than vour best „ 
for a few minutes, and then return to a no-mis rakes metronome spec, 

mf-.^ 0nS an i y > n,p ' nap bctwecn thesc two speeds) Sure, vou’ll ma 
“ ^ P ai i s< ? mewlldl out-of-control But. you need to "push 

hulh^r f 'V h0Ut 0S l ne *! 8ht of P erfe<:I ton if you want to develop 
higher poking speeds, ’lou need to push the envelope! 


LEVEL 5 - St ale\ 
1 234 5678 
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T o achieve the most 
benefit from hours 
of lonely practice, you 
need to prepare 
yourself for maximum 
creativity, inspiration, 
and learning 
Scientific studies have 
determined various 
states of consciousness 
can be linked with 


brain-wave activity. For example, our normal awake-mode is m the 
Beta range The brain produces frequencies of 13+ hertz (pulses or 
cycles per second) or more during this state. Relaxation and 
daydreaming are in the 9-12 hertz. Alpha range Various learning 
modes, borderline sleep zone, and creative thinking are experienced in 
the 4~8hz Theta range Below this lies the Delta range of l-3hz, 
produced during sleep Also applying pressure to your body and brain 
is the earth's natural pulsing beat "(called die Schumann Resonance). 
and is generated by a magnetic field at a specific frequency of 7.83 
hertz Everyone's minds are different, each has a specific learning 
speed Once you are aware of brain-wave activity principles, you’II he 
able to accelerate the process of teaming Your brain is not only an 
information storage area, it's also designed for thinking! 


Most people 
acknowledge the 

concept of the brain having two discrete working areas or hemispheres 
in which to function Area one is the right side of the hr am. and is 
designated as die brain's creative zone. Area two is the left side of the 
brain, and is designated as die brain's reasoning and/or common sense 
zone This area is responsible Tor daily functions such as counting 
numbers, and normally operates without concentrated effort The key 
is to make Lise of the brain's right side. Creativity, relaxation, learning, 
fantasy, inspiration, and more are attributed to ihe brain’s right side 
functions. Tapping this area of the brain is crucial to all creative people 
including doctors, artists, scientists, and musicians 

The left side always wants to repeal things already known. So, you 
need to turn the left side 4l ofr and turn the right side '"on/' One method 
is to trick the brain. For example, w hen you begin to practice, stan 
with a fret position never before used. Tins is something new and 
different, so the left side turns "off and the right side turns "an." After 
a period of lime, and if you really pursue the instrument you'll develop 
die ability to play the guitar with your intuition and heart At this time 
you'll be playing with both left and right sides working simultaneously 

So, you want to be a 
rock sv roll star 7 

Maybe you just enjoy making music alone or with fncndx? Whatever 
the situation, you need to be in the best physical and mental condition 
possible Like it or not, you have the responsibility to maintain your 
body's condition, Smoking, alcohol, and drugs do not support life! 
These three substances have u negative effect on your adrenal glands 
As a matter of fact, vitamin A, B n, folic acid, C vitamins, and 

the minerals magnesium and zinc in your body will be substantially 
reduced if these substances arc consumed. Stress (which includes 
studying upper-level music dicory and guitar technique), severe trauma, 
and illness also increase the body's need for essential nutrients, 
especially the B vitamins and vitamin C Nutrients are passed through 
the intestinal wall into the blood and lymph system, where they are 
carried to individual cells io meet needs for energy, growth, and cell 
repair Since many vitamins cannot be stored in the body efficiently, 
they must be replaced regularly. 



Brain = Command Center 


It you get 'into” vitamins, try to avoid artificial vitamins, which can lie 
identified l>y breaking-open a vitamin tablet and discovering a white, 
powdery substance Since vitamins are fragile and susceptible to 
damage (especially by light), they need to be loeked-tn and properly 
protected nnli) consumed Sure, artificial \ itumins are usually less 
expensive. But, since their nutrients arc typically not Uu ked-m. the 
vitamin deteriorates and you consume a valueless tablet 

Some late-breaking news! Studies are now acknowledging the fact that 
natural vitamin C will extend the life span of the human male and 
human female by six years So, if you gujs and gals want to slued a 
little while longer on planet earth, latch-on to sortie natural vitamin C 
(Just Ik* sure it’s authentic natural vitamin C') 


SECRETS 


B Complex and C vitamins arc your life's blood r 
Reducing these vitamins in your system will affect all bodily functions 
Memory' retention, muscles, tendons, synchronization of lefl and right 
or Irel and picking hands, eyesight, hearing, etc -all are dependent cm 
blood Damaged blood produces damaged body parts For example. 
80 f f of everything a musician does involves some type of 
memorization. Damaging your memory retention abilities w d) 
definitely reduce your capabilities as a musician So work smart’ 


Lactic Acid = The Burn Alpha 

Hydroxy prop tome 

Acid or Lactic Acid exists in terrain plant juices, in the blood and 
muscles of animals, and in the sod. In the normal individual, blood 
sugar concentration is held amazingly constant at about 80 mg per 100 
ml. Whenever blood sugar drops below this concentration, the liver 
delivers more sugar to the blond stream by breaking down stored 
glycogen Glycogen is the storage form of carbohydrate in the liver 

Muscles also store sugar as glycogen, but they cannot reconvert 
glycogen into blood sugar Muscles actually degrade sugar in order to 
obtain energy for work Jf the oxygen supply io the muscle is adequate 
the sugar is completely oxidized into carbon dioxide and water During 
vigorous exercise and high-speed guitar runs, oxygen is normally in 
short supply. In this situation, the glucose is converted to lauic aud 
which may be washed from the muscle and returned via the blood 
stream to the liver, where it is reconverted to glycogen Sure, other 
body tissues use glucose, but muscle is the largest consumer 

So, what does this mean to the musician? Whenever you overuse 
muscles, a burning sensation can be felt This "‘bum'’ is tactic acid 
Early studies showed the muscles of animals killed after a hunt 

a# 

contained high levels of lactic acid As a result, it was soon discovered 
that lactic acid is produced w hen using muscles at full speed Blood 
flow washes away this acid only if and when your muscles are in a 
relaxed stale. As a musician, you need to keep your muscles relaxed 
and free from acid. Guys and gals like Dan Huff, McLaughlin, 
Gumbale, Vai, DiMcola, Gilbert. Malmsieen, Jennifer Ballon, Shawn 
Lane and others have developed the endurance to make cranking 
through high-speed runs look extremely easy because they and their 
muscles are relaxed. They look relaxed because they aic relaxed 1 If 
it's your desire to increase overall guitar horsepower, practice slow to 
build endurance. Relaxed muscle endurance is one major key " to 
fret hoard -fre n zy high-speed runs! 

Daily Problems The learning process 

J - l has been intensely 

studied during past years. Since the beginning of time, people have 
been searching for easier and faster ways And, it really makes no 
difference what H is as lung as it's easier and faster Great strides have 
been made in understanding and accelerating the process of learning. 


One of the major areas attributed to learning dec deration is day to day 
problems Below are a few techniques which have been proven io help 
minimize or eliminate problems which may interfere with the learning 
process You must strive to achieve optimum practice conditions. 

■ Example #/) You can l concentrate 1 You have a problem 1 Write the 
problem down, and go back another time to resolve it Mosl problems 
require some type of det tsioit Electing to write it dow n, you have in 
actuality made a decision to solve the problem at a later date 

V Example 02) Some metronomes have both sound (beeps or clicks) 
and a blinking light or L E D.. Practice with a metronome (metronome 
sound i4 ofD in a dark room w itJi the television ‘Yin Watch the 
television to prevent boredom, and you'll sec the reflection ol the 
metronome's blinking light bouncing off of the TV My favorite opium 
is to watch television, connect in\ headphones to the headphone output 
jack on my metronome, and place only one headphone over one car in 
order to continue listening to normal TV The enure headphone is not 
placed directly over the car because it's just too loud Be aware that 
this txpe of television practice is suitable only when developing motor 
skills and repeatable sequences 

■ Example 03) There are two types of concentration: 

A) Active Mental Concentration requires a great deal of high-level, 

focused menial concentration 

B) Active Physical Concentration requires a very small amount of 

physical concentration. 

For example, take two radios, place one on ihc left and the other on the 
right side of your head, each playing a dillercnt station or program 
Next, read and perform a piece of music white listening to the two 
radios. This is focused active menial concentration Try this procedure 
5-10 minutes a day for a few weeks to develop menial concent ration 

■ Example 04) The length of one's practice time is crucial Studies 
show that when you practice and learn the time divided into three 
segments . the beginning, middle and end segments The beginning 
and ending segments are retained in a person's memory, but the middle 
segment is typically unclear. So, keep your practice sessions short 
maybe 45 minutes per session Take at least a 5 minute break before 
continuing another practice session By the way, memorization 
increases 200-300 e ’c when done about two hours bef<*rc bedtime l ho 
is due to the fact that it's prababh the last event to occur in yuir dav 
prior to sleep, Memon/alion also works hesi when food is not present 
in your stomach. Blood and oxy gen travel from your brain and in vnur 
stomach while eating. 

■ Example 05) Did you know that your brain and muse lew haw 
various forms of memory tissue ' In fact there are two types ol 
memory Short term memory is defined a> repealing something 2!>-1(10 
times in one day to remember it for that one day Long term memory is 
defined as repealing something 20-100 times per day for 21 hi days 
The act of repetition for 21-^0 days results in the du iuohtr\ t epr 
That is, you will store n lot of "words’" or guitar sequences, and develop 
a very fast retrieval system You will then have the uhilitv lu grab any 
pre-leamed guitar sequence almost ai will This js one ol my favorite 
proven concepts and is a very Yool learning approach 

The Practice Schedule i.mc^uu 

he div idcd mn * three 

levels of importance I he first and mosl difficult level i^ uisUumeui 
technique, with emphasis on single siring perform.mu Ihc second 
most important level is ear-training Theoiy makes up the Iasi level a 
importance, and can be divided into physical practice f ipphed Ihenr > 
and mental practice (books >. 
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A musician s job includes practice. As long as you pursue lire as a 
musician, you must practice. Keeping (he instrument “in-your-hands" 
is one trick to mastering the guitar. Tlie chart in this section shows a 
typical sis-hour-per-day weekly practice schedule (By the way. this 
ms hour schedule was my personal weekly practice timetable ) Six to 
cn hours per day live days per week for ten consecutive months of 
intensive, highly-focused practice if you want to be a guitar monster 
an hour ot so each day. live days per week when your goal is to lie a 
pla\ -for’fun player is a good rule of thumb. 

Topic length of lime, metronome speed, and days are all shown in the 

schedule. The Amy Plan is five practice days and two 

, R (re “ aild rclaxat!0n > per week This is a good timetable 
in order to allow muscles and brain the chance to relax and build 

strength, because ihe body requires time to sor(*lhroug|i and store 
tnlormation Keep a daily log of your limes by checknig-off each 
completed topic This will help io gauge your progress" Bv the way 
s your job to determine where you want to be in one week one 
month, and one year with your instrument To help achieve these goals 
} ou must develop a suitable practice schedule. Feel free to change 
your topic-, and lime frames whenever necessary “ 

nrw.r ! 1 l ,T‘-Jl kC “ rcpcrtoi ' B, ‘ and > n ta f« s ” li«cd in the 
SUS schedule. These are similar to die Song-of-lhc-Weck" in that 

Le lidnE^r 8 ^ l ° eam thc lhmi?s >' ou wanf 10 ^am. Repertoire 

show on in^ U , !,ld lSulos ’ lncks - eIC )• *ind would like to use or 

fr . . , 111 - u ’ ur mus,c - Jam tapes allow you to play alone try out 
Irohly-lcarned into, and jam with a real “live” band or rhythni section 
uglily recommend building a repertoire from songs, and discourage 

LEVEL 6 - Sequent c\ 

1 2 3 4 fj 


tile use of Nck-ancMriek videos ;ind cassette tapes These video and 
audio cassettes show some really great solos and trieks, but very few 
demonstrate their musical effectiveness or usage, YouTI only end up 
Vl a solos, and no place to use them So, do yourself and 

your wallet a favor by noi purchasing hck-and-inck tapes. Grab your 
fti\orile songs and solos* and hum diem m. Songs are your guarantee 
lor developing awesome guitar technique and a fantastic repertoire 


IMPORTANT 


It’s crucial to liavc an instructor occasionally “watch” 
while practicing to verify that you are indeed practicing correctly. It 
takes 45-55 days to deprogram bad info, and then another 21-30 days 
to reprogram long-term memory. To learn quickly and efficiently, do 
yourself a favor and get a little “outside'' help. 


t/lind Machines 


Do you sometimes 

.. feel as if you’re 

mentally not able lo really develop the concentration, coordination and 
confidence necdcd 10 achieve optimum practice conditions and/or 
results’ Maybe your brain needs a tune-up? Hey, don’t laugh! 
Reaching a drug-lrce altered state via mental stimulation has been 
scientifically proven to be a viable solution for enriching brain-wave 

activity. As a matter of fact, 
accessing one’s Alpha and 
Theta brain-wave patterns is as 
easy as pushing a button. 
Through the use of light and 
sound stimuli, some high-tech 
American companies have 
developed low-cost micro¬ 
electronic mind machines. 

Units featuring twelve or more 
preset programs are best buys 
for ‘targeting” specific brain¬ 
wave activity. User 
programmable units are the 
ultimate mind machines and 
are awesome, but they are also 
more expensive. My personal 
choice for mind machines are 
units similar to the 

/ r MasterMutd/24 m Mental 

f Fitness System with twentv- 

lour preset programs and the 
Minds Eye Plus™ featuring user 
programmability. These little 
babies are capable ol providing 
i sessions :for deen rclaxahnn 

super-learning, creative thinking, stress relief, heightened ment il 
clarity and more. Hey. not all minds are created equal,, but it is 
possible to make improvements! 4 



MasterMind/24™ 


WARNING! 


™^£L I,CS e?°, W,d " ot be used ^ Persons with a 


history of epilepsy or any form of brain 


seizure 



:er23 ASSIGNMENT 

goals as a musician on a piece of paper, and develop^wcekJvDracfice 
schedule to aehievc these gMli. Gauge your pmiai, by thceC S 

increase in your metronome speeds " K b y cnccung the 

ASSIGNMENT TWO... “Song-of-thc-Week “ Transcribe and m-dv/ 
the melody and/or solo section for one week. ‘ 1 J - 


1 HE BOTTOM LINE. . Always use portions of solos and/or compfoi, 
songs or .solos to build your repertoire, technique, ears, and creamV 
It s advantageous lo know what has gone on before, and then to huik! 
on this knowledge. 


IMPORTANT 


The key word is organization. There arc so many 
things to do during the course of a day. so don’t waste any time Your 
practice schedule should be specific and focused. Decide on a coal for 
each and every practice session, such as memorizing a new harmonized 
scale or pentatonic pattern. Fifteen minutes of focused practice time o 
much better ihim four to sj\ hours of directionless jamming The otth 
sure thing that will guarantee results is PRACTICE! 


IMPORTANT 


Always practice m a private and secluded area with 
the same guitar tone as your intended performance 1 Never practice 
within earshot of oilier people* The pressure of try me to impress an 
audience during critical practice sessions should be avoided at all cost 

IP, 

3 « * B C 

T his is what 1 
personally 

consider ihe meal and 
potatoes of high-spck i 
soloing Modular 
sequent es arc 
definitely mj favorik 
lethal‘Speed weapon 
for soloing And 
donT forget the 
m t , word' modular 

n cans plugging-m to any major (or minor) key eenier Solum-’ con si i- 

°lrTlTT : ° C f VeS ‘ W and arpeggios Bui. I must 

™ y u U? no v® 1 ? biy an uf ar Pcggios For what n’s worth 
^ arc h, Bnly used aild recommended by many ton pros But fo) 
me. eirjjsiiTC just too mechanically common Professionals seem tu 

they typically consist ol chord tones (scale 
degrees) 1 -3-S-7-9-11-13. both altered and unaltered Since pn 

ff S r ,lL ‘ d T ec lo ^ al,ons ’there*s nothing new to learn Hey 

d you take the time to learn thc location of the scale degrees anv 

Sound rZn C ‘7T r ,cd and r , c > ,calcd ,l> bl,ild speed bv repetition 
Si t nd familiar I prefer to go for the first three soloing'opt ions 

(oc a\es, groups, and intervals) because they sound “cooler" than irn- 
w’nh thes" orefo W VL ’°' Simp,c "“.‘bemancal sequences in conjuneS 
penoi onZ ^ Can solmd lltea l»» ■■ -' m sh„n 





-1 + 2 - 1-2 


Interval Sequences 


1 he Hrsi sequent. 

md‘ r !' 21 * llld 2 ' i ‘- sequences. The numbers 1-2-lTnd 2 -K 2 ^ 

SfifigSZt T l mK 1 ,a °? e the low notes in Tdiatonic seal 
", ~ ' ,hc ncM b'gbesi note oi interval When you play ihe M I 

vEPfo C v r ii r i t play 1 ' • pla - V 2 ’ and *« Pl-y ' The next Ite, 

is n!,f n£, c i L r scalc ,s 10 ,ncr6 «* each note value by one It .1 

\m ^5wiv e ! S f qL ' e,lLCV - vou can quickly and easily become 

through Ih! t ? i "” A ‘ C sa > llencc fnmi,!la - For example, as you r l.i 
ttirough the 1-2-1 sequence, think to yourself 1-2-1 i-i.t i.v. 

f course, only diatonic scale notes are permitted 

SSaSMSSa Combina ' ,ons (one pattern up-ihc-scalc. 

4r . 


in ii 





























n£(.‘d to stop, reverse picking direction, and jump over or skip strings in 
order to pick tlie next sequenced note. I prefer to call this maximum 
usage of picking motion as proper direction picking You'll need to 
examine all sequences to determine a pattern or pattern combination 
which will allow for both your personal comltm-zone and hich- 
efficiency picking As usual, my favorite patterns are show n m this 
chapter. 

Example 24-A shows the C major scale pattern combination used for 
the 1-2-1 interval sequence. Example 24-B demos the C major scale 
pattern combination used for the 2-1-2 interval sequence Example 24 - 
C presents notation and TAB for the 1-2-1 interval sequence, and 
example 24-D shows notation and TAB for the 2-1-2 interval sequence 
Burn-in this pattern combination, alternate picking sequence and 
fingerings at ultra-slow speeds And, he careful with those finger 
stretches! Your working speed goal should he 120mm in sixteenth 
notes But, if tascr-lighl speed is to be your destiny. I highly 
recommend going for 165mm in sixteenth notes The major scale 
pattern combination below are extended versions of my personal 
favorite URMSP 

Example 24-A. 

Pattern Combination for 1*2-1 Interval Sequence 

of C maj*r 


Example 24 C 

1*2-1 Interval Sequence 
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Example 24-B 
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Pattern Combination for 2*1-2 Interval Sequence 

My ci c major Example 24‘D 



IMPORTANT 


Don't forget to check propet direction puking during 
all sequences It will be extremely slow at Iirsi but doing so will speed 
your sequence practice results immensely You won i be disappointed! 
If your "into'’ vibrato, be sure to use an extremely wide and slow 
vibrato in order to create a very emotional sound A v ibraio width 
distance of 1/2 step, or even a whole step, can be very' addictive Focus 
on feel rather than technique 


1-2-1 and 2-1-2 interval sequences start with 
dovvnstrokes m order to maintain proper direction picking My picking 
motion tends to follow the upbeat and downbeat rhythms m music 
That is, I always seem to begin my playing with a dow nstrokc in order ^ 
to maintain this type of downstroke/downbeat relationship Some hot 
players like Jcfi Watson ( Night Ranger) begin all of their solos with an 
upstroke (i e this upstrokc/downbeal relationship reflects the Jell 
side/right side of the brain concept). I tie choice is yours 1 


IMPORTANT 


_Always xci your metronome 5. 10 or 20 bpm higher 

than your best mm for a tew minutes, and then return to «i no-mistakes 
metronome speed (i e. constantly flip-flop between these two speeds). 
"Push" yourself without losing sight of perfection if you want to 
de\c!op higher picking speeds You need to push the envelope! 


IMPORTANT 


2-1-2 Interval Sequence 
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Homework/Chapter 24 assignmlnt 

ONE . Develop the 

ability to cruise through 1-2-1 / 2-1-2 interval sequences m youi sleep 

ASS1CNM ENT TWO,, Squeeze both sequences into a song as a 
chord fill and as a segment of the solo section Hey, these sequences 
will tend to sound somewhat mechanical if you only go up and down 
the octave It's just as easy to only play portions of example 2 f-C 
and/or example 23 !) m “lime" with the music in order to create 
devastating fills and solos. You don't even need to begin or end with 
the root of a scale 1 Just don't forget to use diatonic scale notes 


ASSIGNMENT THREE, 


'Sung-of-ihcWeek Do tt T Record M 1 


THE BOTTOM LINE Sequences will get your alternate pi eking and 
speed happening in a very short period of tune They're very casv lo 
master due to the repetition, and you'll impress yourself and your 
friends with halls-iothe-wall 1-2-1 and 2H-2 fills and solos if you 
practice Sequences sound totally bilehin when reaching speeds over 
12rtmm m sixteenth notes, (Repeat above assignments for one week.) 

u^ 



S equences 

consisting ol an 
octave up-the-seale 
and/or down-thc scale 
are referred to as 
fii'fiJi't' sequent e\ As 
with all sequence 
patterns, diatonic 
scales are used and 
sound be^t at the 


vt forking speed \ ‘I 

120mm in sixteenth notes 105mm with sixteenth notes should he your 
goal if speed-play mg is prescribed by y our doctor. 


The notation and TAB in example 25-A slum the C major URMSP 
played w ith a picking technique called vn wp pitktng or eamom\ 
picking. This technique involves two or more nolcs on adjacent strings 
w ith one stroke of the pick. Sweep picking is used h\ loads nt lit>t 
players because it produces lots of speed Plus, u makes your sound 
super-smooth with a touch of legato Alternate picking, the exact 
opposite of sweeping, lends to sound more choppy and aggressive 
Sweeping includes articulating with the I ret hand u e lifting up one 
finger or I retting one note at a time) and/or muling with your picking 
hand so only one note sounds Check-out Frank Gamhale's sweep 
picking udeu and witness extremely fast playing with very hilfe hand 
motion He really is king ol blazing shred pas-ages and plays fusion 
for the next millennium. Be sure to duck because Jus notes Lome at 
you like 9mm bullets -fast, furious, and lots ot them By the way 
Frank is the 'thunder from down under' guitarist fort luck < 'ore t\ 
electric hand 


To sweep or not to sweep ' Sweep picking or 
economy picking feels different than alternate picking because sou 
don't have the up-down picking motion associated with alternate 
picking This up-down motion creates ihc clock necessary incsMhhdi 
lime" While sweeping doesn't have a clocking or timing fed the 
advantages or ultra speed and smooth attack l reale an impressive 
sound Try in develop the ability lo cruise ihrough ►clave sequences in 
vour sleep They're gieut lot impressing friends when long mn bur i 
of-speed octave fills and stilus arc required Go i-ir s.weep pi Gum; H 
you want to reduce hand motion (Don 1 forget lo check p** ;u - 
ill re i tion pit kmt> during all sequences f 


IMPORTANT 
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Example 25-A 


Example 2& A 


Octave Sequence with Sweep 

key c f C major 
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Homework/Chapter 25 ASSIGNMENT 

■ ONE. Squeeze the 

octave sequence inio a song as a chord fill and as a segment of the solo 
section. Play the sequence using your comfort-zone pattern or pattern 
combination 

ASSIGNMENT TWO... “Song-of-the-Week " No excuses' 

1 HE BOTTOM LINE.. Experiment with the sweep picking technique 
Could it be your new picking style? Sweeping can also be mixed with 
alternate picking, hammers, and pulls whenever different textures are 
required fRepeat and record above assignments for one week.) 

00 

I n 20th century' 
music, groups are 
bunches of sequenced 
notes used to liquidate 
listeners by utilizing 
rapid-fire repeating 
segments. I prefer 
groups of J and groups 
of -4 o\ er tricks 
because they're easy to 
master and sound like 
shredding-heaven. Groups of 3 can be played as triplets, or as normal 
rhythmic devices such as eighth and sixteenth notes. Both variations 
sound awesome, and are completely different from one another. 

Groups of 4 arc more common, but just as deadly. Working speeds over 
120mm in sixteenth notes give group sequences a very eloquent sound 
In addition, groups arc great musical devices for ascending ant! 
descending on sLnngs 

Example 26-A shows the C major scale paitem combination used for 
groups of 3 sequences This major scale pattern combination is an 
extended version of my favorite URMSP (The same pattern 
combination is used for the 1-2-1 interval sequence ) Example 26-Q 
demos groups of 3 in C major with notation and TAB Groups of 3 
uses alternate picking, so be sure to check proper directum picking 1 


C!lf R 



Groups 


Pattern Combination for Groups of 3 

kuy of C ma|ur 



Example 26-B 


Groups of 3 

My pf C major 
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Example 26-C shows a I'retboard diagram depicting the C major scale 
pattern combination used in the groups of 4 sequence The Ionian 3nnx 
is the major scale pattern up-lhc scale, and the URMSP ifthc major P 
scale pattern played down-the-scale. As with groups of 3, groups of 4 
combines four notes ol a diatonic scale, and arranges themto be played 
in a predetermined mathematical sequence. 

Example 26-C* 

Pattern Combination for Groups of 4 

hoy of C major 


fan i 4 n 3 npi 
(up-lhe-VCAl* p-lHorn) 
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Example 26-D demonstrates groups of 4 in the key of C major Check 
the picking direction oil the second beat in measure 2 and the second 
beat in measure 5, The picking direction is traveling in the opposite 
direction away from the next designated sequence note. This breaks 
the proper direction picking method, and forces you to stop, reverse 
picking direction, power-through a muted string with your pick, or 
jump over the string to prevent the string from sounding, and pick the 
next designated string and note Sometimes it's necessary to power 
through or “jump" strings without utilizing proper dim turn pu king in 
order to get to the next targeted note and maintain the alternate pickini' 
technique 
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ASSIGNMENT 

r , ... . . , ONE... Perform 

groups or 3 and 4 by singing aloud the group sequence formula as vou 

play through examples 26-B and 26-D with your instrument Smcine is 
still one ot the best approaches for ear-training and scale degree and" 
interval recognition. As usual, record and analyze for one* week. 

ASSIGNMENT TWO.. Squeeze both group sequences into a son^ as 
both a chord fill and as a segment of the solo section. Play the 
sequence using your comfort-zone pattern or pattern combination 
Don't forget to check proper directum picking during all sequences 

ASSIGNMENT THREE... "Song-of-the-Weck." Do it' 

THE BOTTOM LINE . Groups are great musical devices for 
ascending and descending on strings "They’re really great for Mowing- 
away the competition when long-run. rapid-fire type licks are needed" 
Their purpose is to produce a llat-out scream that will wake the dead 


IMPORTANT 


To increase speed and pursue speed-picking, a\ 
mandatory to find a balance between perfection and pushutg-the-timiL 
Always set your metronome 5. 10 or 20 hpm higher than your best mm 
for a few minutes, and then return to a no-mi stake s metronome speed 
Ux constantly Hip-Hop between these two speeds). Sure, you Mi make 
mistakes and play somewhat out-of-control But, you need to “push" 
yourself without losing sight ot perfec tion if you want to develop 
higher picking speeds. You need to push the envelope! 

qQ 


P redetermined 
sequenced notes 
using intervals of a 
diatonic scale are 
classified as mterxal 
sequences . They have 
a very sophisticated 
sound due to the 
mathematical 
approach of diatonic 
intervals Intervals are 

traditionally played in-position That is, they arc performed up-the- 
scale and down-lhe-scale using the same major scale pattern To 
maintain pattern integrity, pattern combinations are not used Proper 
direction picking is not normally considered during interval sequences 

The distance between two notes is called an ittten r ai Example 2 7-A 
demos intervals l thru 8 with notation to show the physical distance 
between specific notes Example 27-B shows the C Ionian ,3nps pattern 
used for interval sequences in 3rds and interval sequences in 4ths It's 
also possible to play interval sequences in 5lhs, 6lhs 7lhs. and octaves. 
But, I personally prefer narrow intervals such as 3rds and 4ths, Asa 
matter of fact, my personal soloing style consists of close-distance 
notes such as sequences 1-2-1, 2-1-2, 1-2-3-4-5-6-7-8, 1-2-3, and 1-2- 
3-4. Close-distance notes and/or narrow intervals sound more 
mainstream. 



ntervals 


Example 27-A 
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Example 2T-B 

Ionian 3nps Pattern lor Interval Sequences 
in 3rds and 4ths 

key o t C 
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Example 27-C demos interval sequences in 3rds. :md example 27-D m 
4t)is, Both examples tire in C major, and show notation and TAB. 
Alternate picking is used throughout the sequence, so be sure to use 
proper directum pu king whenever and wherever possible With some 
rearranging of notes, and through the use of pattern combinations, 
sweep picking could also be used. It’s up to vou 1 

Example 27-C 

Interval Sequence in 3rds 

koy ol C major 
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Interval Sequence in 4ths 
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Homework/Chapter 27 


ASSIGNMENT 
ONE . Perform 

interval sequences in 3rds and 4ths b\ saying or singing aloud the 
interval sequence formula as you play through examples 27-C and 27-1) 
with your instrument. Speaking aloud and singing are -.nil the best 
approaches for memorization of scale degree locutions and major scale 
pattern recognition and retention Check proper direction pit km\> 

ASSIGNMENT TWO Squeeze both interval sequencer into a sung 
either as a chord ill! oi as a segment ot the solo section Pins ilk 
sequence using your comfort-zone pattern or pattern combination 

ASSIGNMENT THREE. . “Song-of-ihe-Week ’ Select a ^onc and 
learn to play it. No excuses, do it fur one week! Continue to tnnld i 
repertoire of licks tricks, and songs 

ASSIGNMENT FOUR Ifs review lime 1 Do you still want to learn 
at the speed-of-lighl and ])ush the envelope } Then it s crucial in 
maintain contact with the outside world Do not lock yourself m a 
room with your guitar! (Maybe you could start voui ow n band or oiler 
a music appreciation course 1 ! It’s time to scl-up a private music h wun 
Outside '"help" is required to reinforce all chapters found in this 
level! In addition, uN crucial to thoroughly understand everything 
found in the previous pages before continuing to the next level 

I HE BOTTOM LIN!:,, Be able to taste, smell, touch, and feel 
intervals and interval he sequences in vtuii sleep' 
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G rab a three note 
major triad chord 
and add a seventh, you 
have a hi’red the 
original triad chord by 
extending li with a 
seventh tone But, use 
a triad chord, alter 
and/or extend it with 
oilier notes, then you 
have created the 
contemporary 
rock/pop sound used 
by musicians such as 

Mr Mister, the musician formerly known as Pnnce, Heart, and Neil 
Diamond, Next, if you grab a four note seventh chord, alter and/or 
extend it with other notes, you then have created a sophisticated 
blending of tones used by fusion guys like Chick Corea and Michael 
McDonald Four note seventh chords create more tension and interest 
than three note triad chords. “Interest" is defined as different, fresh, 
and/or unusual It does not mean better sounding 


Exotic 

Chords 


Extensions arc defined as optional diatonic notes added to the basic 
triad chord Alterations can be defined as the extensions of the basic 
triad chord which are not included in the diatonic scale Extended 
and/or altered voicings can be used as surprise chords in a song That 
rs they arc sporadically placed in a song without prior warning Or, an 
alteration and extension can be used throughout an entire piece of 
inusiL as the song's trademark sound Experiment with your music 
because there arc no Music Police* 

\\ henever a diatonic scale's octave is exceeded, the interval and/or 
scale degree numbers ore changed. For example, the 2nd degree is also 
considered the 9th imen-al oi scale degree if played above the Sth scale 
degree and/or octave. Likewise the 4th is an 1 1th, and the fith is a I3lh 
An easy way to determine intervals and/or scale degree numbers above 
ihe first octave is to add “7" to the interval and/or scale degree in the 
first octave. Example 2S-A presents a two octave C major scale w ilh 
the appropriate interval and/or scale degree number. B) the way, 
intervals and/or scale degrees do not exceed beyond the 13th. 


IMPORTANT 


- -Be aware that many pros will play a 2nd, -1th, and 6l 

in the first octave, but call them a 9th, 11 th. and 13th respectively. 
While this method is not by the book, it’s done to emphasize the 
extensions and actual chord/interval voicing. 


Example 23-A 


U e P —U_ 
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fM. - A—B 

w -■ 




. p. _£__„_ 




t) C D I 

Irifcnvili 





1 st 2nd 3rd 4th 5th Glh 7th Bth 9th 10th 11lh 12lh 13th 


Example 2N-B is a diagram showing commonly used extensions and 
alterations tor scales and chords, To really achieve the sound of an 
extension and/or alteration, most guys and gals will voice the extended 
and/or altered note on top of a chord. That is, the extension and/or 
alteration is the highest pitched tone of a chord 


LEVEL 7 - Advanced Ifanntmv 


1 


2 3 4 


Example 28 B 


Example 28-E 


Extension Possibilities Alteration Possibilities 


9 

11 

T3 


r-5 

is 

5-9 

59 


C7 

fOTnutl 1 7* S 
voicing 1-3 5-^7 


C?!*S C7 £5 Q7 & C7 J9 

farPUkliM' 3 -j> 5 -pT formula 14- 7 fo-rmuti: 1 - 3 - 5 -^ 7-?5 fnrmLii a T 3 - 5^7 
volclrtfl. 1-3-75-^7 volclnij 1 3-5J-&7 1-3 srOtC'mj 1 3 !i 



IMPORTANT 


Extensions beyond the seventh do not change the 
gitalin- of a chord [\ c major, minor, etc, h The extension's sole 
purpose in life is io provide more color But, in the case of dominant 
chords, extensions will create a more dissonant quality. 


Example 2S-C is a diagram showing how just one note will influence 
the overall sound characteristics of a chord. Adding or subtracting otic 
note to or from a chord can treate a consonant texture, an exotic or 
dissonant structure and anything in between. Tins gives the 
musician/songwmer a wide choice of chordal ehamcteristies and 
moods Irom which to choose 


Example 28~C 


Most Consonant ^ * Most Exotfc or Dissonant 

3rds<-> Roots^-> 7lha<-> Extensions 

and and 

5lht Gibs 


Example 2H-D shows the C major triad extended through ihe 13th 
Example 28-E presents the C dominant seven fC7 > with common 
alterations Root position is demonstrated for both examples in music 
notation only. Be aware that many voicings are available. And. just 
because a theory' book states a chord formula, dial doesn’t mean you 
should play all of the notes in the formula. Be creative, use your ears, 
throw away some chord formula notes, and manufacture your ow n 
personalized voicings. For example, when the C major triad is 
extended beyond the seventh in example 28-D, 1 only play the 1 st. 3 rd. 
5 th, 7th. and the extension While this is not 1009c by the book, it does 
emphasize [he root chord quality, plus it dearly and accurately presents 
the extension without the muddiness associated with multiple 
extensions. 


Example 28-D' 


Ctflod C major 7 C major 0 Cmajcfll CmilgrU 

formula: 14-5 formula: formula 1 3*5 7 11 formula 1'3-9*7-941 formula, V3-5-T-Ml-ia 

voting, i-3-i voicing 1-3 5-7 voicing 13 5 MJ dicing. f~3-9*741 voicing. 1 3-5 7-1 □ 



Homework/Chapter 28 assignment 

^ ONE Write an 

original song, occasionally substitute chord extensions and alterations 

ASSIGNMENT TWO.. Experiment with various chord voicings using 
extensions and alterations, Try to lind one or two voicings that wund 
good 10 you Don't play all available notes from a chord formula. (Tr\ 
eliminating the 3rd! I I Icy, you can even eliminate the too! because 
there are no Music Police! AH voicings should (it your comfort-zone 

ASSIGNMENT THREE . “Song-of-the-Week." You’ve got one 
cek, so do 11 1 

THE BOTTOM LINE , Don’t overdo the use of chorda] extensions 
and alterations -unless you’re creating intellectual music styles such ,1 
jazz, classical, and fusion. In the 'Tear world, extended and altered 
chords work best as surprise chords. Your ear is your strongest alls 


SECRETS 


In any major key, its possible to substitute an ’ add 
9” without the 3rd lor all chords except the HI and VH chords Tins 
voicing produces a very modern, sophisticated sound, and is used 
extensively by guys like Sieve Vai 


SECRETS 


Chords played with extensions and/or alterations, ai 
in//j 0 ff/lhc 3rd, are totally transparent and “rule" m alt forms of musk 
Even though a chord without the 3 rd js neither major nor minor in 
quality, it s definitely one of mv favorite voiemev 



armonized 
Major 
Tonality 
Scales 


C hords are created 
by using every 
oilier note of a 
diatonic scale. So it 
cas\ to huild chords 

m 

by grabbing any stall 
and Using every other 
note Example 
shows the Ionian, 
Lydian, and 
Mixolvdiun 
harmoni/_ed scales m 
the "parent" ke> o! t 
major with only 
notation, lie use « I 
natation without 
treihoard diagram 


^icings anu pwicms Kir these examples, begin with the 1 parent 
mayor scale, and alter it according to the respective modal formula 
Always try to see everything from the "parent” major scale! 
































Exnmpic 29-A 


Harmonized C Ionian Scale 


Vim/ VUm-7 S*5 

Afnlncp? J1 rjifnpr 7^3 
1**3 3-*7 l-il-ts-W 


tmaJT 
C majiif 7 
l 3-5-7 


TlmT 

D minor 7 
\±3 -5 4*7 


Illm7 

E minor 7 
1 0-5-S7 


tVmsj? 

F major 7 
l*3-5~7 


V7 

Q dorrlnnnl 7 
1*334*7 



Harmonized C Lydian Scale 


lnu||T lit IUm7 ElVm7 b5 Vn\oj7 Vlm7 Vllm7 

C major 7 0 d-ominam ? E minor 7 l> minor 7 W Q mn|or 7 A minor 7 □ minor t 

V 3 - 9 -P 7 1 ^ 35^7 131-7 1 -[^S ->7 l-ta-S-i? 



Harmonized C Mixolydian Scale 


17 HmT film? bj lYrrwjr Vm7 Vfm7 j?lflfmaj7 

C dominant? D pi nor 7 6 minor 7^5 F major 7 Q minor 7 A minor 7 Q-* mafor 7 

i-a-s^7 ' m-a4>7 i4a*bs4»7 1-3 5.7 i b-s->7 1 1.3 3.7 




Harmonized 

Minor 

Tonality 

Scales 


T he Daman, 

Phrygian, Aeolian, 
and Lac ruin 
harmonized scales m 


Hie "parent' key of C 
major are m example 
30-A . Notation 
without fret board 
diagrams forces you to 
discover new chord 
voicings and patterns 
For these examples 
begin with the 
‘ parent' C major 
scale, and alter 
according to the 
respective modal 
formula- Try to see 
everything from the 
‘ parent' major scale 1 


Example 30 -A 


Harmonized C Dorian Scale 


Each harmonized scale should he played over Ms respective scale 
during all melodics and solos it you want to play 1 inside" As in (he 
previous chapters, this is only a textbook approach. So. break some 
rules and build your repertoire with some new, personalized chord 
voicings! 

Note, . The Roman numerals above each chord represent altered and/or 
unaltered scale degrees to match the scale’s formula 

Homework/Chapter 30 assignment 

ONE Write an 

original song in the key of C Donan That is. the t Dorian scale 
should be combined with its matching C Dorian harmonized scale 

ASSIGNMENT TWO. Write an original song in ilie key of C 
Phrygian. Thai is, (he C Phrygian scale should he combined with its 
matching C Phrygian harmonized scale (You've got one week!) 

ASSIGNMENT THREE,,. Write an original song in the key of C 
Aeolian That is, the C Aeolian scale should Ik- combined with its 
matching C Aeolian harmonized scale 

ASSIGNMENT FOl R- Wnic an original song m the key of C 
Locrian That is, the C Locnan scale should he combined with its 
matching C Locnan harmonized scale 


Im7 tl(n7 | NfmaJT IV7 Vm? Vlfltfb ?VLlma]? 

C jnJfioT 7 D pinof 7 C/mjJof? F rtfjmlfionl 7 Gpilnof? AnpLnpf7 L 5 El ■ nu|or 7 
! >3-5-?7 1-?3 5-W 1-3*3’? 1 3 3 4*7 1-0-5-i7 1-W-!?3^7 1*3 3-7 



ASSIGNMEN [' FIVE. "Song-of-lhe-Week/ Record all assignments 

THE BOTTOM LINE . Minor keys scern to i rente feelings of gloomy 
darkness and sadness, while happier, brighter carefree emotions can be 
felt m major keys But because there are more minor keys than major 
keys from which to choose, minor keys are totally happening when it \ 
time to jam. 


The textbook approach says each harmonized scale can be played over 
its respective scale during all melodies and solos Actually, tins is the 
beginning of matching harmonized scales. Don't forget, the C Ionian 
scale and C Ionian harmonized scale are the same as C major. Go for 
your own personalized chord voicings! 

Note.,. Roman numerals above each chord represent each altered 
and/or unaltered scale degree to match the scale's formula 


ASSIGNMENT 
ONE. Write an 
original song in the key of C Lydian, That is, the C Lydian scale 
should be combined with its matching C Lydian harmonized scale. 

ASSIGNMENT TWO,,. Write an original song in the key of C 
Mixolydian. That is, the C Mixolydian scale should be combined with 
its matching C Mixolydian harmonized scale 

ASSIGNMENT THREE, . "Song-of-dic-Week " One week! Doit 
and record it 1 

THE BOTTOM LINE .. Be aware that lots of "cool" sounding scales 
exist and are waiting for you. And, as soon as you harmonize scales 
(i.e, combining scales with their matching harmonized scales) and build 
personalized chord voicings and progressions- . \Vhoaf This may 
be your chance to mercy-kill your friends and neighbors with killer 
line/chord combinations 


Homework/Chapter 29 


Harmonized C Phrygian Scale 


ImT 1 rrrmj 7 Mil? IVm7 Vm7sS ^'Vlrnop jiVHfn7 

C pLAftf 7 tbrnajif? E * dominant 7 P^incr? Gmlnpr7?3 AirnuEof? B* minor 7 
I p35--7 1-3-6*7 1-3-3-ji7 1*0-5 < 7 1-!o >7 13-5-7 l-iO-si? 



Harmonized C Aeolian Scale 


Irn? Ilm7i5 M£m*[7 IYm7 

CminofT D minor 7 >5 E*maj3r7 Fmlno^J 

1-ri’5*S7 10-5 7 14*3*34*7 


VmT ^VlmaJ7 tvit7 

G Ftilnof 7 A.i mojor 7 B * DominAnr 7 
1-!0-5-a7 1 -3-5-7 l-3 5*?7 



Harmonized C Locrian Scale 


Im71*5 pUmsp I film? ItfmT >Vma|7 W7 >VUmt 

C mlftpf 7 ?5 major 7 E> mlnof 7 F pHwj 7 G? rrjjar 7 A’* domirnnl I Ha mine* 7 

l4'l4*5'S7 1 -3-5- T 1->3-3^7 1^3 5-1*7 1-3-5 7 1 3 5-t*7 1 4*3*5 4>? 



H ave you ever 
wanted to state 
your friends or write 
music for a murder 
mvsterv TV series 1 

p p® 

The bar monte and 
melodic minor scales 
produce spooky and 
eerie-sounding music 
With proper phrasing 
these two scales are 
guaranteed to get join 
knees shaking and 
send thills up jour 
spine when combined 
w sih their matching 
harmonized settles. 
Using music notation, example 3I-A shows the harmonic minor and 
melodic minor harmonized scales in the parent key of t major With 
these examples begin with the parent" C major scale and alter it 
according lo the respective scale formula The use of notation without 
Irelboard diagrams will force you to discover vaiunis chord von mgs 
and patterns If you desire to play ‘inside " each harmonized scale 
should be played over Ms respective scale during all melodies and <>l 
As in previous chapters, this is only a textbook approach It’s up to you 
to break music harriers with new and improved personalized voicings 
and patterns. By the way, the Roman numerals above each chord 
represent altered and/or unaltered scale degrees m match the scale's 
formula. 



More 

Harmonized 

Scales 









































Example* 31-A 


Harmonized C Harmonic Minor Scale 


lm<rrj[f) tlmT ? S, htmaJT |{!) IVm* 
Omlfter? ?? t? major 7 Clj Fmtoor? 
l4*5-7 141-^7 va-^7 


V7 >Vlm*J7 VrltftmT 

<1 domJnjnt 7 A? major j 0 dlminitHm f 
*'3-94*7 1-3-5-7 li3^.s4^7 



Harmonized C Melodic Minor Scale 


Um7 ‘Htfm.pCT IV7 Vr VTm7^S 

C minor DmlnofT E*m»#«7(j3) F dominant? GOomln*m7 A minor7 -5 

1^3-5 7 1-U-S^T r^sJf VSSXt iJUsi? 


VlimT 
0 miner 7 

i4p3^7 




ASSIGNMENT 
—— — ■ .. J ONE.., Write an 

original song in the key of C harmonic minor Don'l forget to combine 

it with ns matching harmonized scale (i.e. the harmonized C harmonic 
minor scale) This mixture will produce maximum harmonic minor 
tonal characteristics. Do the same for the key of C melodic minor; 
include its matching harmonized scale 

ASSIGNMENT TWO., “Song-of-the-Week " Get serious' You've uot 
one week! 


SECRETS 


u you Have an interest in composing and/or 
producing musk tor television and film, check-out these two scales A 
hule experimentation could produce some very worthwhile film and 
TV music Plus, you can really make some serious cash once you 
break-in to the television and film music scene 


IMPORTANT 


Always try to see everything from the "parent" scale. 



T here are many 
harmonic 

substitution systems 
available to 
songwriters and 
musicians. One of my 
personal favorites is to 
T _ _/* _• substitute harmonized 

onaiatomc mimr scaic ch ° rds 

— into major keys. Tins 

m pM f/g C* substitution process 

§ vtij creates blucsy- 

sounding major keys. 

. ,, „ . , . , ^ , . For example, the kill 

chi rd can be lound in the Donan ,uid Aeolian harmonized scales. Look 

closet} at these two harmonized minor scales and you will see the I NI 
chord quality is major By substituting the till chord for the major 
scale s HI chord. I have just created a very common chord substitution 
ound in major keys by borrowing a chord from a minor key. Under 

LEVEL 7 — Ativan \. t'd Harnion\ 

i 2 3 


ihese circumstances, the |> 111 chord functions as the tome tumor in a 
major scale. Jimi Hendrix's masterpiece Purple Haze is u typical 
example ol a [>III chord substitution in a major key. When the song 
hegins, the chord progression is HllMV (j,t\ E7S9-G-A) in the key of 
E major The normal chord progression in the key of E major should 
actually be I-IIMV (i e E7i9-G$m-A) But the 1,111 substitution 
establishes the song's trademark sound and overall fee] Other classics 
like Proud Mary\ Smoke on the Wafer, and even the Stone's Brown 
Sugar and Sara by the Starship make use of the ^ 111 substitution. The 
MU chord is typically used in its triad ec form, Adding the seventh on 
top ol Lhe [,111 takes away Irom the bluesy feel, and is therefore not 
recommended. 

Flat VII Substitutions Another nondiiiionic 

chord which can be 

used as a chord substitute is the |,V1I and/or (, VIImaj7. In a major key, 
the j, VII is somewhat derived from the diatonic VII chord or VIIm7l,S. 
By lowering only the root of the not so popular VIIm7|,5 a half-step, an 
extremely valuable chord is created.. , the f,VIImaj7 For example, m 
the key ot C major, the VII chord is Bm7[,5 Lowering only the root by 
a hall-step yields the This chord can then be occasionally 

used in a song as a surprise chord and/or passing chord. Bub it can also 
iunction as an integral part of a song. Be aware that the ^VU replaces 
the VII chord in a major scale, and is normally played as a triad. 


(HI /\ 1*11 l l< 

W hen musicians 
talk about open 
chords, you could be 
faced with more than 
one possibility 
Guitarists typically 
define open chords as 
those which include 
one or more notes 
played on "open" 
strings, and are 
permitted to freely 
ring. I prefer to define 
open chords as those 
winch are built with open position notes and/or tones The traditional 
term "open position" and/or open harmony refers to the placement of 
notes within a chord That is, notes are placed as far as possible from 
one another The opposite of this would be close harmonw and is 
defined as placing the notes of a chord as “close'’ together as possible 
Example 33-A shows the Cniaj7 chord w ith voicings demonstrating 
open harmony and dose harmony 

Example 33-A 



Chords 


The V7sus4 Chord In the harmonized 

. . . ; major scale, the V7 

uinrd is called the dominant chord due to its strong wanting-lo-rcsolvc 
nature The V7 chord actually dominates the entire harmonized major 
scale with its urgency to resolve. It's almost impossible to end or stop a 
song on either a V7 or VIIm[>5 because of the tritone. In fact, these are 
the only two chords in a harmonized major scale containing the tritonc 
By replacing ihe 3rd in the V7 with a 4th, a soft and glassy dominant 
chord is produced., the V7sus4. Suspended fourths are used b\ lots of 
musicians. Perhaps the most common “performance" voicing lor the 
V7sus4 chord is the triad. Check-out rock axe-man Edward Van Halen 
and listen to what he does with the V7sus4 chord in his song Jump. 

Homework/Chapter 32 | ASSIGNMENT 

. . , ONE .Writean 

original song using the Ull, [.VH, and V7sus4 chords on paper. 

ASSIGNMENT TWO .. “Song-of-thc-Week.’* Leant to play Hendrix’* 
bruising rendition of Purple Haze . And.! really don't care if you’re a " 
fusion or classical musician It’s important to know popular soncs if 
you want to jam with friends, or audition for □ band. Plus, you'll be 
able to check-out some very powerful non-traditional chord substitution 
principles, (Record the assignments for one week.) 

THE BOTTOM LINE... The use of nondmtomc chords can open new 
musical doors lor those willing to experiment with mixing and 
matching non-traditional chord substitutions, A combination of 
alternate voicings, substitutions, extensions, alterations, and innovative 

harmonic systems wall generate a universe of fresh, unpredictable 
music. 1 


Close Harmony Open Harmony 


tmaj7 
C major 7 
formula* 1 -3-5-7 
voicing- 3-5-7-1 



C major 7 
formula- 1 -3-5-7 
voicing- 5-1-7-3 


O 

O 

o 

o 


called open fifths) Hcwaref The problem with a lot of players i* 
they rely exclusively on one or two chord shapes, and work them to 
death Using the same chord shapes and voicings produces bonne 
repetitive music, and really limits your musicianship One simple" 
state-of-the-art solution for building chord flavors are extensions The 
addition of extensions will definitely expand your harmonic boundane 
quickly and easily. Included in example 33-B are some power chords 
«ith extensions. Not only do you retain the spacious, thick, hieli- 
penvered sound ol the open fifth, but you also increase the power 
25“ s fatfnwmc: content. Extensions can be used as passing chords 
and/or substnutc functioning chords. Both approaches arc totally killet 
ana 1 highly recommend them. 


Note , Be sure to listen for the “open ' 
the following power thorrid 


sound characteristics lound 


in 


4 





















Example 33-B 


< ' If f! V 1 »' B ' & • H< 


Power Chords, Inverted Power Chords, 
and Power Chords with Extensions 


C5 

C5 

C power chord 

C power chord 

formula: 1-5 

formula' 1*5 

voicing: 1-5 

Inverted voicing: 5-1 


C5 

C5 

C power chord 

C power chord 

formula: 1*5 

formula: 1*5 

voicing: 1-5-1 

Inverted voicing: 5 - 1 - 


C5 

C5 

C power chord 

C power chord 

formula: 1-5 

formula: 1-5 


Voicing: 1-5-1-5 Inverted voicing: 5*1*5-t 


C5 (add 9) 

C power chord with a 9lh 
formula 1-5*9 
Voicing 5-9-54 


C5 (add 11) 

C power chord with an lllh 
formula: 1 - 5*11 
Inverted voicing 5 - 1 - 11-1 


C5 {add 13) 

C power chord with a 13th 
formula: 1*5-13 
inverted voicing 13-1-5*1 



33 ASSIGNMENT 

- ONE Write an 
original song, occasionally substitute some power chords, inverted 
power chords, and power chords with extensions on paper 


ASSIGNMENT WO Experiment with various chord voicings using 
power chords with and without extensions Try to find one or two 
voicings (hat sound good to you. Also, try not to play all available 
notes in chord formulas. Eliminating and/or rc-voicing notes from 
chord formulas will generate fresh-sounding choids Voicings should 
fit into your comfort-zone. As usual, I personally use and recommend 
the URMSP as a basis for all chordal construction and development. 


ASSIGNMENTTHREE , “Song-of-the-WeekT One week! 


THE BOTTOM LINE.., Don’t overdo the use of power chord 
extensions, unless you’re hooked-on intellectual music styles such as 
jazz, new age, classical, and fusion. Extended power chords work best 
as passing chords in western civilization music. Bui, they also work 
very well as substitute functioning chords. 


IMPORTANT 


Always remember . new voicings, not chord 
substitutions, produce new and fresh-sounding chords! 


More info.. Open strings in chords can give rhythm guitar tracks a 
bright, shimmering quality You can do this by sounding open strings 
together with fretted notes. If s important to note that open-string notes 
typically have a brighter timbre than their fretted counterparts. 
Sounding open strings with fretted power chords produces an 
incredibly professional sound You can even come up with some 
“cool 1 * and unusual voicings by simply shifting familiar open chord 
shapes up and down the frclbuard To actually hear this rich and 
creamy type of chord structure, check-out Steve Howe, Pete 
Townshend, Randy Rhoads, Alex Life son, Jimmy Page, and ihe guys in 
Del Leppard 



A s seen throughout 
this and other 
hooks, chords are 
trad it ion ally 
cons true led with 
intervals based on 
thirds (tertian 
harmony) Bui, did 
you know \{\ possible 
to deviate from 
traditional chord- 
buildmg methods and 
venture into other 
harmonic temtones? 

Qua rut I harmony is a fresh-sounding chordal system constructed with 
intervals based on fourths. When compared directly to diatonic chords 
consisting ol thirds, quartal harmony chords tend to growl and bark, 
ami thus sound more imeresting Plus, just as with chords based on 
[birds, chords created with fourths can be directly applied to all pi ay me 
situations including songwriting, musical arrangements, and direct 
chord substitutions. 


Quartal 

Harmony 


Example 34-A presents the harmonized C major sLalc using the quartal 
harmony sy stem Only root position chords are demonstrated, but all 
chord and scale types found in traditional tertian harmony are also 
possible in quartal harmony Inversions, power chords, modes, and 
optional voicings arc all possible. Since the “parent” C major scale is 
used to form the harmonized scale shown below m example 34-A. 
possible scale and mode choices to be played over these chords ;ire the 
same as those found in tertian harmony For example, the C Ionian 
scale would “lit * over the harmonized C major scale in C|iian.il 
harmony. As a matter of fact, the harmonized scales lound in the 
quartal harmony system have the same names as those found in the 
tertian harmony system 


Example 34-A 


Homework/Chapter 34 ASSIGNMENT 

ONE Write an 

original song using the harmonized C major scale based on the quartal 
harmony system. 

ASSIGNMENT TWO.. Repeat ihe same song from above, but use 
chords from the harmonized C major scale based on ihe tertian 
harmony system. Occasionally substitute chords with the same name 
from the quartal harmony system 

ASSIGNMENT THREE . “Song-of-lhc-Week ’ Select u song and 
learn to play it! You’ve got one week! 

ASSIGNMENT FOUR . Record the above assignments analyze 
what’s good and what’s not so good with all performances 

ASSIGNMENT FIVE.. It s review time* To achieve a reduced 
learning curve, maintain contact with the outside world Do not lock 
yourself in your room with your guitar! (Its definitely time for \ ou t<. 
join a band and make some extra cash 1 ) Hey, if you have not \ i>iicd a 
local music instructor this month, it’s time to set-up a private lesson 
The instructor can be a friend, music teacher in your neighborhood 
school, local musician, or choir director at youi church 4 his book 
contains upper-level harmony and theory concepts, so uui mav have a 
problem locating a qualified instructor As usual , outside '‘help ” is 
required to reinforce all chapters found in this level! Plus, it’s crucial 
to thoroughly understand everything found in the previous pages before 
mo\ing-on to the next level Don V‘kid" yourself If you want to 
hum, go and get some outside assistance 1 

THE BOTTOM LINE,. Quartal harmony can really change the sound 
of both old and new music Sure, it looks and sound', weird and 
different, but the same was said about Bach. Mozart, Elvis, and even 
the Beatles during their lime It seems to take time to determine and/or 
justify the value of all things in life 


Harmonized C Major Scale with Quartal Harmony 

root poEilicn 
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To increase speed and pursue speed-picking, it's 
mandatory to find a balance helu.een perfection and pusiting-the-lunit 
Always set your metronome 5, 10 or 20 bpm higher than your best mm 
toi a few minutes, and then return to a no-nmuikes metronome speed 
H,Cr constantly flip-flop between these two speeds) Sure, vnu II make 
mistakes and pla\ somewhat out-of-control But, you need to "push ' 
yourself without losing sight of perfection if you want to develop 
higher picking speeds You need to push the envelope! 


IMPORTANT 
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W hile standards 
for the guilar 
have not been 
dev eloped to d.ne, 
there are, in (act, 
speciHe systems 
readily used and 
accepted by players. 
Traditional shapes 
have been the basis for 
a number of''hot” 
players over the years. 
With a little 
experimentation, 
you'll discover certain 
patterns sounding like 
some of your favorite 
heroes. Each pattern 

. _ . tends to contain 

specific characteristics due to natural finger placement. Mother Nature 
^LiggcsN lhat natural finger movements are not random. 1 infers like to 
move in a particular order or sequence relative to pattern s/s hapes. This 
linger scqucnce/puticm relationship is one of the major factors 
attributed to creating a personal trademark or signature style. It you 
can find another musician’s favorite comfort-zone pattern, then you can 
almost duplicate his or her individual trademark style. Develop a new 
unused pattern, and you II be on your way to creating your very own 
trademark st> 1c By the way, alternate tunings will aid m one s ouest 
lor new trademark styles. 

Examples 35~A, 35-B. 35-C demonstrate traditional patterns. As usual, 
all patterns contain the same notes and are based on the five traditional 
major scale patterns found in Radical Rules (level I) 



Traditional 


Pattern 

Soloing 

Systems 


Example 35- A. 


Traditional C Major Scale Patterns 
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Example 35-B 


Traditional C Major / A Minor Pentatonics 

Don r lorgol to ljio A as root For all A minor pulTcrnti! The noles and patterns arc 
•idcnUcsl botau^o C ni3|ei and A minor uro tHsllvc to cno another | 
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Example 35~C 

Traditional C Major / A Minor Blues Scale 

1 lc,r ?5 < Ua * A oa mo1 (or al1 A minor pidims 1 The notes 

SShT i ar ° - <fnlicBl C major and A minor aro rclailuts to 

ync? anomci I 
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Modal Secrets Explanations of 

modal patterns oliei 

create more questions than answers. But. just keep reminding 
yourself .. everything in western civilization music is related to the 
major scale! Look closely at example 35-D and you will discover ih.it 
each major scale modal pattern contains the same seven identical notes 
So, if you would like to play over the entire freiboand (and who 
doesn't, right'’), only memorize these seven traditional major scale 
modal patterns, connect the patterns together, and you'll possess total 
access and control over the entire fret board real estate Don't forget, 
always try to see everything from the “parent” major scale! 

So, why do each of the seven patterns have modal names'.' Since 
everything rn western music is based on the major scale, only locate tin 
lowest note in a pattern f !us low note acts as the pattern’s root. Next 
determine the pattern’s scale degrees based on the major scale's 
interval formula 1-2-3-4-5-6-7. I be result should be an unaltered or 
altered major scale which just happens to be the same as one of the 
seven major scale modal formulas For example, die first fretboard 
diagram (major scale degree (film example 35-D shows *‘C” as the 
lowest note in the pattern Playing the notes and analyzing the scale 
degrees of the pattern will produce the formula |-2-.V4-5-h-7. This 
specific formula matches the major scale and/or Ionian mode formula 
Don t loiget, C is the root 1 As a result, the correct scale 
classification is the C major scale and/or the L 'C Ionian mode,' 1 
because scales and modes are named by their roots. The ‘■parent” 
major scale is C major 


snows u as me lowest note. D Dorian is the second mode of the C 
major scale, so C Dorian is the second mode of what major scale 1 
Answer. C is the second degree of the Bj, major scale Therefore, C 
Dorian contains the same notes as Bj, major, but it starts on the sccom 
degree Another possibility would be to alter the C major scale to fit 
the Dorian l-2-[,3-4-5-6-[ > 7 formula and ask the question: What major 
sea e contains the notes C-D-E^F-G-A-B^ Answer: the BL major 
'•calc contains B^-C-D-Ej,-I-G-A So. C Dorian includes the same 
notes as the Bj, major scale; only the roots are different That is. C ^ 
the root m C Dorian, and Bj, is the root in the Bj, major scale Don't 
larget, C major is Lhe “parent*' major scale 

The third fretboard diagram (major scale degree #31 in example 
shows “E as the lowest note m the pattern. E Phrygian is the third 
mode of the C major scale, so C Phrygian is the third mode or what 
major scale. Answer C is the third degree of the Aj, major scale, 
lhe ret ore, C Phrygian eoniain^ the same notes as Aj, major, but n 
starts on the third degree Another possibility would be to alier the C 
major scale according to the Phrygian H2-j,3-4-5^64,7 formula and 
a . i ‘^qu^non \V hat major scale contains the notes C-DL-EL-F-G- 
Attsw’er die Aj, major scale contains Aj,-B!,-C-Dl,-E|,-F-0 

mots ? n ^ ns lhL ‘ sam f no,L * s as ,lic A t» major scale; onlv the 

” s d liferent. That is, C is the root in C Phrygian, and Aj, is the 

“nnn'n, *" Ai> m ‘ U ? r Far ^ c ' that !t ’ s Aj,' Try' to see it from the 
paiLiu major scale o( C major. And so on 

Dmi’t become intimidated with this stuff It’s really easy once vou 

MtJrnfrl ,1^ COnccpts ' Jl,st remember... all seven modal 
p ns contain the same notes, only the [opts have changed! 
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Example 35-D 


Traditional 3nps Major Scale Modal Patterns 


IMPORTANT Nollco how the notes und pattern* 
rcponT Theio icpcdlfnf} notes act as connecllno 
~ points In order Id conned patterns up nnd down the 
entire neck. This is only one of many proven 
method* which allow* you total nectia over (ho 
entire neck. 
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f 35 


ASSIGNMENT 
ONE.. Write an 


original song anti perform it five times. The first version should be 
performed with traditional major scale pattern #1, the second with the 
same notes, but using traditional pattern #2, etc.. If you u rite your 
song in C major, the patterns in example J5-A. 35-11. and 35-C can all 
be played over their matching harmonized C major scale 


ASSIGNMENT TWO... Perform the same original song from above 
seven times The first song should be performed with the traditional 
3nps major scale modal pattern #1, the second using the same notes, 
but with the traditional 3nps major scale modal pattern ill, etc. Again, 
if you write your song in C major, the patterns in example 35-D can be 
played over their matching harmonized C major scale 

ASSIGNMENT THREE...' Song-of-the-Week " Do it, use it, master 
it, and record it! 


THE BOTTOM LINE . Continue the quest for your comfort-zone by 
experimenting with the five traditional major scale patterns and seven 
traditional 3nps major scale patients. 


c 'I I Ai’i l;i^ 



Formula 


Soloing 

Systems 


T he opposite of 
thinking and 
performing in patterns 
is to think and perform 
in formulas. Consider 
the following two 
situations A) you're 
called into the studio 
to do a “one-take" solo 
on an original music 
score, or B) you’re 
invited to audition for 
a popular local band. 
The guys in the band 
will allow you to take 
a short *'onc-lake ’ solo 


over their original song, so the song is not in your repertoire. The 
dock is ticking, so there's no time to develop a solo. To make things 
worse, another guitarist has already laid down his 100% “in-position’’ 
minor pentatonic solo. (By the way. llie studio and local hand jure 
looking tor something other than traditional minor pentatonics. so you 
can forget about using any of your favorite minor pentatonic licks ) 
What do you do’’ The solution is simple . reach into your bos; of 
systems and select another soloing option such as the formula \\stem 


Applying scale formulas to a chord’s root is commonly referred to as 
the formula system For example, suppose you want to solo over a Cm 
choid. All you need to do is find the root of the Cm chord which is 
“C. ’ consider the root "C” as number' I" in a scale, apply one of the 
minor scale formulas such as Dorian 1-2-^3-4-5-647 (i e C-D-Et-F- 
G-A-B^). and wail-away with the formula's notes in your solo, 

Example36-A shows the three basic chord categories with their 
respective matching scales in the key of C major. You only need to 
match the proper scale to the proper chord. Look closely and you M see 
a relationship between chords and scales. That is, based on the major 
scale, all major chords functioning as the I chord and IV chord will 
match major tonality scales such as the Ionian mode and Lydian mode 
respectively. All minor chords functioning as II. Ill, VI, and VII 
chords will match minor tonality scales such as Dorian, Phrygian, 
Aeolian, and Locrian modes respectively Finally, the dominant chord 
functions as the V chord, and will match the Mixolydian mode. When 
running across altered chords, you must match the chord quality (i e. 
major, minor, or dominant), apply the correct matching scale, and alter 
the scale degrees according to the chord’s specifications. So, when it’s 
time to solo over a major, minor, or dominant chord unaltered or 
altered, just reach for the matching scale and apply ils formula to the 
chord's root. By the way, some scales will be “inside" and some 
“outside," but each matching scale will contain the proper overall 
■‘feeling" and sound characteristics to match its chord category 


Example 36-A 


IMPORTANT 


In the 'real" music world. Mixolydian can function 
in the major chord category due to the absence of the [,3. 


Homework/Chapter 36 assignment 

■ ONE . Write an 

original song, perform it three times. The first version with major 
chords and matching scale combinations, the second with minor chords 
and lheir matching scales, and the third version should contain the 
dominant chord with its matching scale Don't forget to always begin a 
matching scale formula with the respective chord’s root 1 

ASSIGNMENT TWO . “Song-of-the-Week ' Don't wimp out 1 


Lois of guys like speed-monster Frank Gambale rely 
on formula systems to perform their fretboard wizardry There's just 
not enough time to analyze the chords found m unfamiliar songs during 
performance situations Scrounging-around for matching scale patterns 
when it comes time to solo over each indiv idual chord takes time and 
is just not possible when reading through new music during “live" gigs 


SECRETS 



Slash Chord 


Soloing 

Systems 


Fur example, a G major chord with an 'A' 1 in 
G/A, The Bm7 chord with an AV* m the bnss 


I n the past, chord 
inversions had been 
not died vs ith numerical 
fractions. Recently, 

■d 

musicians have been 
representing chord 
inversions with a slash 
(/) symbol The slash 
chord has evolved 
from the consolidation 
of chord inversions 
and pedal points. In a 
slash chord, the name 
of a chord is placed to 
the left of the slash, 
while a bass note is 
placed to the right 
the bass would be written 
would be Bm7/ V 


Slash Chords + Modes When using slash 

chords, try to see the 

bass note as the "parent" major scale or major key tenter, and the chord 
is the modal note name found in the bass note's "parent'' major scale 
l or example, the G/A slash chord says that Pm in the Uv of A major 
because "A" is the bass note or bass pedal. The G major chord could 
be considered as the I chord in A Dorian, or it could function as the V 
chord in A Aeolian 


[ Chord | 

Matching 

Categories 

Scales 

| — _ i, „ , J 

C Major 

C Ionian 

C Lydian 

1 

C Dorian 

C Minor 

C Phrygian 

C Aeolian 

1 

C Locrian 

C Dominant 

C Mixolydian 


Ol course, the bass note m a slash chord will not always function us the 
root of a "parent' major scale Slash chord definitions and usages will 
change from composer to composer But, it is possible to "lean 1 in this 
direction whenever analyzing songs from other composers 1 
personally recommend and use this bass pedal/" parent 1 ' major scale 
relationship in all slash chord and non-slash chord situations 


IMPORTANT 


ll is essential to ' match the correct modal scale with 


the correct harmonized major scale in order to produce the 
characteristic sound of a mode. Each of the seven major scale modes 
requires its own unique harmonized major scale 
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One common method for determining correct mode and harmonized 
scale combinations is to ask a question concerning inodes, scale 
degrees, and major scales. Although this method is slow and not 
useable during actual playing situations, it does, in fact, present the 
logic behind determining legitimate mode and harmonized major scale 
combinations. 

The following questions and answers arc based on the seven modes of 
the "parent" C major scale 

■ Ionian Question: If C Ionian is the first mode in a C major scale, 
then C Ionian is the first mode of what major scale? 

■ Ionian Answer C Ionian is the first mode of die C major scale 
That is, tile notes in (he C major scale arc identical to the notes of 
the C Ionian scale. By using the harmonized C major scale over a C 
bass pedal, the characteristic Toman sound will be produced. The 
harmonized C major slash chord scale for C Ionian looks like the 
following: l=C/C, II=Dm/C, III=Em/C, IV=F/C, V=G/C VI=Am/C 
VH=Bdim/C 

Always look at the mode from its "parent" scale and not from its 
matching major scale. In tins case, C major is the mode’s "parent" 
scale and C is the mulching scale The C bass pedal helps to reinforce 
the "parent" scale’s root (tonic) which is C, 

■ Donan Question. If D Dorian is the second mode in a C major 
scale, then C Dorian is the second mode of what major scale 17 

■ Dorian Answer. C Dorian is the second mode of the Bl, major 
scale "Rial is, the notes in die B[> major scale are identical to the 
notes of the C Dorian scale By using the harmonized Bj, major 
scale over a C bass pedal, the characteristic Dorian sound will be 
produced The harmonized B[> major slash chord scale for C Dorian 
looks like the following: l=B|>/C, Il=Cm/C, IIt=Dm/C, IV=Ek/C 
V=F/C, VI=Gm/C, VII=Adim/C, 

Don’t forget, always look at the mode from its "parent" scale and not 
from its matching major scale* In this case, C is the mode’s "parem" 
scale, and Bf, is the matching scale The C bass pedal helps to 
reinforce the ‘‘parent" scale’s root (ionic) which is C. The Dorian 
mode produces a high-tech bluesy sound. 


H Phrygian Question: If E Phrygian is the third mode in a C major 
scale, then C Phrygian is the third mode of what majoi scale? 

■ Phrygian Answer. C Phrygian is the third mode of the A|> major 
scale. That is, the notes in the A|> major scale arc identical to the 
notes of the C Phrygian scale. By using the harmonized A[> major 
scale over a C bass pedal, the characteristic Phrygian sound will be 
produced The harmonized A[» major slash chord scale for C 
Phrygian looks like the following: 1=AL/C, U=BLm/C, m=Crn/C 
IV=Dj,/C, V=E{,/C, VI=Fm/C, VII=Gdtm/C 

Don't forget to look at the mode from its ‘‘parent” scale and nol from 
its matching major scale* In this case, C is the mode’s "parent" scale 
and Aj, is the matching scale Once again, the C bass pedal helps to 
reinforce the “parent" scale’s root (tonic) which is C Phrygian has a 
rUmencD or Spanish sound 

■ Lydian Question: If F Lydian is the fourth mode in a C major 
scale, then C Lydian is the fourth mode of what major scale? 

■ Lydian Answer. C Lydian is the fourth mode of the G major 
scale. That is, the notes in die G major scale are identical to die 
notes of the C Lydian scale. By using die harmonized G rnamr scale 
over a C bass pedal, die characteristic Lydian sound will be ' 
produced. The harmonized G major slash chord scale for C Lydian 
looks like this: I=G/C, II=Am/C, III=Brn/C, IV=C/C, V=:D/C, 

J J—Eni/C, VII=F?dim/C The Lydian mode creates a modem 
fusion-style sound 


B Mixolydian Question' If G Mixolydian ts (lie fifth mode in aC 
major scale, then C Mixolydian is the fifth mode of what major 
scale? 

B Mixolydian Answer C Mixolydian is the fifth mode of the F 
major scale That is, the notes in the t ; major scale arc identical it) 
the notes of the C Mixolydian stale. So, by using the harmonized F 
major scale over a C bass pedal, the characteristic Mixolydian sound 
will be produced, The harmonized F major slash chord scale for C 
Mixolydian looks like this: I=F/C, II=Gm/C t III=Am/C, lV=Bt/C f 
V=C/C. yi=Dm/C, VII=Edim/C. The Mixolydian mode leans in the 
blues/fnsion direction 

B Aeolian Question: If A Aeolian rs the sixth mode in a C major 
scale, then C Aeolian is die sixth mode of what major scale? 

B Aeolian Answer; CAeolian is (he sixth mode or the E\> major 
scale That is, the notes In the Kj? major scale are identical to the 
notes ol the C Aeolian scale So, by using the harmonized E\> major 
scale over a C bass pedal, the characteristic Aeolian sound will be 
produced The harmonized Ej, major slash chord scale for C 
Aeolian looks like this 1=E[>/C, II=Fm/C HI=Gm/C f IV=Ak/C t 
V=B|>/C\ Vl-Cm/C, VII=Ddim/C Go for the Aeolian mode if you 
dream of becoming a groove-intensive blues player, 

B Loenun Question: If B Locnan is the seventh mode in a C major 
scale, then C Locrian is the seventh mode of what major scale? 

B Locrian Answer C Locrian is the seventh mode of the D[, major 
scale, That is f the notes in the D[> major scale are identical to the 
notes of the C Locrian scale So, by using the harmonized D(, major 
scale over a C bass pcdaL the characteristic Locnan sound will be 
produced. The harmonized Dj, major slash chord scale for C 
Locnan looks like this: I=Dt/C, lI=Etm/C ( II^Fm/C, 1V=GL/C 
V-A^/C, VI—BVII^Cdim/C The “dark beauty 1 * Locrian 
mode always sounds new, fresh, 5 dimensional, and unique 


IMPORTANT 


uon i forget, always try to sue a mode from its 
‘ parent" scale, and nol from its matching scale' 


Homework/Chapter 37 ASSIGNMENT 

ONE .. Demonstrate 

each or the seven modes by writing and performing seven original 
songs. Use correctly matched harmonized major slash chords and tonic 
major scale (i e. "parent" major scale) mode combinations. Listen to 
each of the seven major scale modes, and be aware of their individual 
characteristics. 

ASSIGNMENT TWO.. Song-of-lhe-Week." Get serious and record 
all assignments for at least one, two, or three weeks. This chapter is 
crucial il you dream o( becoming the one ot the best, so spend extra 
time on its content 

THE BOTTOM LINE... Almost all music can be related to some type 
ol mode It s interesting to note that modes have the possibility 10 exist 
in all scales, including the Japanese minor scale, melodic minor scale, 
whole-tone scale, and others. As a matter of fact, modes have the 
possibility to exist even in modes As someone once said . the 
possibilities are endless! 



Single 

Pattern 

Soloing 

Systems 


I t’s possible to play a 
single major scale 
paitern (such as the 
URMSP) over any 
major scale mode 
simply by matching 
modes and 

harmonized scales To 
be more specific, I use 
the tonic’s Phrygian 
mode pattern (i.e. the 
“parent" scale’s 
Phrygian mode 
pattern) and count 
backwards the same 
number of scale 
degrees equal to the 
mode’s major scale 
position. This target 
note is the matching major scale, and contains the same notes as the 
mode. Finally. I plug-m my favorite major scale pattern. The result is 
a single repeating pattern played over oil major scale modal 
progressions, and guarantees faster motor skill development due to the 
repetition. Tins means you can bum like an out-of-control freight train 
in a shorter period ot time 1 

For example, let’s say that you want to write a song in C Dorian You 
already know the C Donan formula I-2-{,3-4-5-6-j,7 (i.e. C-D-E(,-F-G 
A-Bj,). And. you already know that these notes arc to be used when 
soloing in C Dorian. But, you are not sure as to which harmonized 
scale will match and produce the characteristic Dorian sound By usin*' 
the Phrygian pattern (formula l-(,2-|,3-L5-f,647-l), or in this case C 
Phrygian (C-Djf-E^-F-G-At-BJj-C), you'll be able lo quickly' and 
easily determine the correctly matched major scale 

Be aware (hat a mode's matching major scale provides four important 
ingredients tor improvising. (1 ) First, the matching major scale’s notes 
arc the same as those found in the inode, and should be used for 
soloing. (2) Second, as with chord construction and htuldine any 
harmonized scale, every other note in the matching major scale w ill 
generate the matching harmonized major scale (3) Third, looking at 
the matching major scale from its root will always provide you with a 
major scale (rent which to work. (This concept works even when 
you re in minor keys! In other words, the concept is similar to that of 
relative Key relationships.) (4) Fourth, always try to incorporate the 
P‘ ,,C . IU ■ sca ‘ e s fonic somewhere in each of the matching harmonized 
sca(e s chords, either os a bass pedal in a slash chord, or as an actual 
chord lone The addition of the tonic reinforces the ‘‘parent" scale. 

Locating Matching Scales First step is to knou 

m ~ ^ iho mode's position 

in the major scale. Continuing with the above example. C Dorian is tin 

SOmC ma JOT scale, n l?h‘ 9 Since Dorian is the number 

‘ W‘ rST SOmc '" ajor kc >’ count *he Phrygian formula bach«mh 
d.-(.re ^ , t \ dc £ roes Counting the C Phrygian pattern “two" scale 
egrets backwards will yield the matching major scale for C Dorian 

■ counting the Phrygian pattern backwards number I = 

-scale degree is 1 

-note name is C 

■ counting the Phrygian pattern backwards number = 

-scale degree is (,7 

-note name is B^ 
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B(, is the resulting matching major scale for C Dorian. So, if you play 
the harmonized Bj, major scale using slash chords with C in the bass 
(i o C is tile bass pedal), and solo over it with the B|, major scale, then 
you have created the characteristic C Dorian sound C is used in the 
bass to reinforce the “parent" C major scale Don’t forget, the Bl, 
major scale contains the same notes as the C Dorian mode' Example 
3S-A presents a step by step approach to locating matching major scales 
for major scale modes. 

Example 3S-A 

STEP #1) 

Find your favorite major scale comfort-zone pattern My personal 
favorite is the URMSP, and is presented below with scale degrees 

URMSP tn the koy of C major 

F 

c 

G 
Q 

A 

E / 

STEP #2) 

Alter the “parent ’ major scale pattern from the above to 111 Phrygian 
formula. 

C Phrygian 
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STEP #3) 

Count the Phrygian scale backwards the same number of scale degrees 
as the target mode. For example, the target mode is Dorian. Since 
Dorian is the second mode in a major scale, count two scale degrees 
backwards from the tonic (root) The result of counting backwards two 
scale degrees is j,7. Tins \,1 scale degree note Bj, is the matching 
major scale for the C Dorian mode 

C Phrygian couni ihla first 


fN 

c 

G 
0 

A 


IS 


count Ihcm second 


tl 

.♦ tat—' ; 

count ihla ihfrd etc 


STEP #4) 

Apply the matching major scale to the frelboard. This scale is equal to 
the target mode. You can now clearly see the harmonized scale simply 
by examining the matching major scale. For example, B[, is the 
matching major scale, and Bj, is the matching harmonized major scale 
for C Dorian, Don't forget to add die C bass pedal to all Bj> 
harmonized scale chords in order to emphasize that the root, tonic, 
and/or "parent" major scale scale is C, and to achieve the chtiracterisiic 
Dorian sound 

URMSP In the key of 0 > major (c oowi 
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Example 3fi-B is a list and frelboard diagram of Phrygian scale degrees 
with related matching major scale modes You only need to locale the 
correct scale degree in order to determine the correct mode and 
matching major scale. I prefer counting backwards, so the scale 
degrees and their related matching major scale modes arc shown in 
reverse. So. always begin with the tonic and/or "parent ' 1 major scale, 
alter it to fit the Phrygian formula, and count (in reverse) through the 
scale degrees to determine the appropriate matching major scale 


Example 38-B 


Scale Degree. 

Matching Modo 

1 

Ion Ian 

V7 

Dorian 

t-6 

Phrygian 

5 

Lydian 

4 

MlKolydlan 

13 

Aeolian 

>2 

LoCrion 

1 

Ionian 


X 


C Phrygian with sealo degrees and matching major scale modes, 


C 

G 

0 

A 




>7 Dorian 

• ■ 

Mnrolycdan 4 ♦ 

■ ♦ 

Ionian 1 


1 Ionian 


Lydian 5 • 

9 —u 

$2 Loci fan. 


*6 Phr^jLsn 


!>3 Aeolian 


Open Slash Chords My ultra-favorite 

song-building 

system is to perform all songs in the key of E, A, or D This allows me 
the luxury of using an “open 1 ’ bass string as bass pedal, while I fredv 
and comfortably add root position, 1 st inversion, and 2 nd inversion 
harmonized major scale diad and triad chords on top (slash chord 
method). The modes are then selected, matching major scales chosen, 
harmonized, and finally played over the open bass string. Yes, you can 
also play extended and/or altered chords on lop of the bass pedals 
Don't forget to mute the open bass string whenever necessary tn order 
to produce a tighter, more controlled sound. 


More Soloing Tips 


A quick and easy 
system for soloing 


“inside 1 and “outside” of a “parent 1 ' scale, without constructing 
matching harmonized major scales, is to think major tonalirv solos and 
minor tonality solos For example, if you're jammin' in C major and 
would like to sound major , go to the “parent" C Phrygian pattern and 
select scale degrees which sound ' major" -such as Ionian (scale degree 
1 , key of C major) and Lydian (scale degree 5, key of G major] You 
should then play your comfon-zone major scale pattern In other 
words, I would play a C major scale (C Ionian) and/or a G major scale 
(C Lydian) over the C harmonized major scale with the same major 
scale pattern (such as the URMSP), Don't forget to start each pattern 
from its respective root! By the way the C Lydian scale (i c. the G 
major scale in this example) will sound a little “outside 1 of the C tonic 
(1 e, the “parent” C major scale) due to the $4. It s also possible to mix 
and match other chord and scale combinations (review available chord 
categories and their matching scales) The selection is virtually endless* 
and the seale/ehord combination choice is always yours. 


Homework/Chapter 38 


ASSIGNMENT 
ONE . Select and 
name each correct matching major scale degree to be used with each of 
the seven scale modes The “parent” scale is your choice! 

ASSIGNMENT TWO , t i Write one song for each of Ihe seven major 
scale modes with a single major scale pattern (such as the URMSP), 
and match with the correct harmonized major scale using slash chords. 

ASSIGNMENT THREE, . “Sono-of-the-WcekT Do it and use it! 




THE BOTTOM LINE , It s so easy to rely on one pattern to 
accomplish the majority of soloing requirements* As a mailer of fact, 
pattern repetition is the key ingredient to the World Domination Kit for 
Mastering the Guitar. This one pattern will not become musically 
boring if you frequently apply systems such as matching major scale 
and matching harmonized major scale combinations 

One of the biggest problems with mainstream rock is that it pulls from 
one area. As a result* it tends to get very bonng playing over the 
harmonic structure found in rock If you “crank" with some additional 
systems, such as those found in Radical Rules, you will soon discover 
fun excitement, and musical freshness oozing out of your fingertips 


W hen you need to 
develop 

melodies or solos over 
each individual chord 
in a chord progression. 
playing over changes 
is the system to 
master If s my 
opinion that if playing 
through chord charts 
or soloing over 
multiple chords is a 
musician's goal, the 
use of matching scale 
formulas (the formula 
system) is superior to 
the playing-in-position 
pattern system For 
example, when soluing 
over the same chord, 
and/or over the same 
key Lcnter for a period 

of time, the pattern system is an efficient and effective method for 
soloing But, if you're soloing over lots of chord changes, and you’re 
not loo sure where or if any key modulation 0 e change of key centers) 
exists, go for the formula system Yon just don’t have enough time to 
evaluate each chord and locate appropriate soloing patterns in 
performance situations The formula system is a fantastic alternative to 
the pattern system for building melodies and solos over individual 
chords quickly and easily Playing over changes is terminology for 
applying soloing systems over each individual chord in a chan 

Soloing with Chord Tones iryouwam to sound 

'T* “inside/' natural, and 

musical, soloing with chord tone s is the way to fly. Just as the mle 
suggests, soloing with chord tones 15 soloing with chord tones Hus 
particular approach to soloing is perhaps the most natural sounding of 
all soloing systems h reproduces the same exact notes and intervals as 
those found in the chord over wInch 11 solos fur example, suppose 
you want to solo over the Cf> chord voicing 5-1 -3-6 I he matching 
scale o\ er one octave would be I - 3 - 5 - 6 ; over two oclav cs 1-3 5-6-8- 
10-12-13 Mixing and matching these possible intervals over the Cn 
chord will generate some very melodic soloing Soloing wuh chord 
tones can really help in developing your musical person iluy 

Formula Soloing OptiOnS Hun 1 feel limited to 

w only using my 

personal selection of soloing roadmaps A universe of soloing option*, 
is awaiting your discovery, such as the follow me 
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Changes 
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■ OPTION #1) Mutch each Roman numeral functioning chord to its 
respectiv e modal scale For example, in the key of C major using 
triad chords, when you see a C major chord (the I chord), solo over 

ii with the 1st scale degree mode, the C Ionian mode. When you see 
a D minor chord (the II chord), solo over ii with the 2nd scale degree 
mode, the D Dorian mode Solo with E Phrygian (3rd degree scale 
mode) over the E minor chord (the III chord). Solo with F Lydian 
(4th scale degree mode) over the F major chord (the IV chord). Solo 
with G MixoTydian (5th scale degree mode) over the G major chord 
(the V chord. Solo with A Aeolian (6th scale degree mode) over the 
A minor chord (the VI chord) Finally, solo with B Locnan (7th 
scale degree mode) over the B diminished chord < the VII chord). 

■ OPTION #2) Match like-chords with hke-scales within the 
“parent" scale. Thai is. when you see any major chord, solo over it 
with any major tonality scale found in the ‘parent" scale For 
example, in the key of C major, the major chords are C and F So, 
it's possible to solo over the C major chord (the 1 chord) with C 
Ionian and/or F Ionian Or, you could solo over the C major chord 
(the I chord) with C Lydian and/or F Lydian. And so on 
Mixolydian could also “111" into the major tonality realm due to the 
absence of the [,3 

Likewise, whenever you see a minor chord, solo over it with any minor 
tonality scale found in the ‘ parent’’ scale. For example, in the key of C 
major, the minor droids are Dm, Em, and Am So, it's possible to solo 
over the Dm chord with D Dorian. E Donan, and/or A Dorian, because 
“D” (i.e. the root of the Dm chord) is the 2nd scale degree m the 
“parent” C major scale, and Dorian is the 2nd mode in any major scale 
Or. you could solo over Dm with D Phrygian, E Phrygian and/or A 
Phry gian, because “E” (i e the root of the Em chord) is the 3rd scale 
degree in the “parent" C major scale, and Phrygian is the 3rd mode m 
any major scale. This same concept can be applied to D Aeolian, E 
Aeolian, and/or A Aeolian played over the Dm chord. Don’t forget 
that Dorian, Phngian, and Aeolian modes are minor tonality scales’ 
Example 39-A lists chords with possible scale choices Not including 
altered scales, exotic scales, and pentatonics, the large number of 
soloing options shown below provides the articulate musician with a 
substantial soloing palette from which to choose 

Erffmpfc 33-A. 

Soloing Options for the Flarmonized C Major Scale 




Harmonized C Major Scale 



Cma[7 

Dm7 

Em7 

FmaJT 

Q7 

_ — 

Am? 


<n 

r- 

C Ionian 

0 Dorian 

E Phrygian 

F Lydian 

G MiKoJydinn 

A Aeolian 

□ Locrlan 

o 

G Lydian 

D Phrygian 

£ Aeolian 

FMliolydlflri 

Q Ionian 

A Locrlan 

B Dorian 


C Mixolydian 

D AMlIflfl 

E Locrlan 

F Ionian 

G Lydian 

A Dorian 

0 Phrygian 

o 

F Ionian 

0 Locrlan 

E Dorian 

C Lydian 

C Mixolydian 

A Phrygian 

B Aeolian 

4) 

F Lydian 

E Dorian 

A Phrygian 

C Mixotydian 

G Ionian 

0 Aeolian 

D Locrlan 

flJ 

CO 

F Mlxolyriian 

B Phrygian 

A Aeolian 

C Ionian 

C Lydian 

0 Locrlan 

D Dorian 

C Ionian 

E Aeollxn 

A Locrlari 

G Lydian 

F Mixolydian 

B Dorian 

D Phrygian 

© 

G Lydian 

E Locrlan 

A Dorian 

0 Mlxcriydlan 

F Ionian 

D Phrygian 

0 Aeolian 

CD 

a 

tn 

© 

« 

m 

O 

CL 

G LUxoiydton 

A Do/tan 

A Phrygian 
A AsoJltui 

A Locrlan 

D Dorian 

0 Phrygian 
& Aeolian 

0 Locrlan 

G Phrygian 
0 Aeolian 

0 Locrlari 

0 Dorian 

D Phrygian 
D Aeolian 

D Loenin 

D Dorian 

G Ionian 

F Lydian 

■ 

D Aeolian 

D Locrlan 
D Dorian 

D Phrygian 
£ Aoollon 
£ Locrlan 
£ Dorian 

E Phrygian 

£ Locrlan 
£ Dorian 

E Phrygian 
£ Aeolian 

A Locrlan 

A Dorian 

A Phrygian 
A Aeolian 


i-lomework/Chapter 39 assignment 

r :■ ONE . Write an 

original song in C major* and perform it seven limes using each chord 
of ihc harmonized C major scale. The first version should be 
performed with only the Cmaj7 chord, with one or more of die possible 
scale options. The second version should be performed with only the 
Dm7 chord* with one or more of the possible stale options, etc, 

ASSIGNMENT TWO, . ‘ l Song-of-ihe-Wcck.” Record u» One week! 

THE BOTTOM LINE . Try to find chord/seale combinations that 
sound and feel comfortable to you. Avoid combinations which don't 
flow easily through your brain* muscles, and fingertips 


IMPORTANT 


The use of seven and eight note scales are ''cool," but 
five note pcntalonics can sometimes be faster due to fewer notes (five 
notes versus seven), and sometimes more exciting due to larger 
intcrvallic distances Time and experience with scales and their 
pentatonics will provide you with personalized comfort-zone systems. 
Whenever experimenting with and/or devising systems for ehording 
and soloing, always use your greatest asset , your ears! 


< i i \i* i i:r . t .. 

Tt you would like to 
Xbrcuk-away from 
scale-onentcd solos 
and keep your music 
clean, musical, 
uncomplicated, and 
melodic, soloing with 
triads is an effective 
alternative. Fusion 
guys like Mike Stern 
and Larry Carlton 
readily use diatonic 
triads in a variety of 
soloing situations* 

But, he careful! While 
the concept of soloing 
with diatonic triads is 
relatively easy, the execution is rather difficult, especially if you play 
triads as three note arpeggios. For example, suppose you warn to solo 
over a Cmaj7 chord with triads If you consider the Cmaj7 to be the I 
chord in a harmonized C major scale, the available “major ’ triads for 
soloing would be C major triad. F major triad, and G major triad Look 
closely at these three triads and you 11 notice that they contain all of the 
notes found in ihe major scale. So, you’re actually playing the C major 
scale. But, rather than playing in a scale-form, diatonic triad soloing 
allows you the freedom to perform in a metallic-form, 1 guess soloing 
with diatonic triads could be loosely defined as superimposed chord 
tone soloing. 



Triad 

Soloing 

Systems 


Maybe you would 
like to add some 

"color' 1 to brighten-up the rather ordinary-sounding C F, and G major 
triads? Not only can the Crnaj? function as the i chord in C major, but 
it could also function as the IV chord in the key of G major. The 
harmonized G major scale produces a G major triad (same as m the key 
of C). a C major triad (again* the same as in the key of C), and a D 
major triad Soloing with G, C, and D major triads found in the 
harmonized G major scale produces a slight difference in complexion 
and tension when compared to the C, F* and G major triads found in the 
harmonized C major scale, 


Additional Options 


IMPORTANT 


_It's crucial to use and sec triads from only one 

harmonized scale Do not mix and combine triads from more than one 
harmonized scale! How would it sound if you were to combine and use 
more than one parent” scale during a solo’’ Doiny so would only 
result in muddy textures and obscure phrasing. Then again, maybe 
that’s the sound you need!?’? Anything and everything is possible 


Another example could be soloing with diatonic major triads over C7. 

It s possible to see the C7 functioning as the V chord in ihe harmonized 
F major scale. The harmonized F major scale produces the following 
major mads the F major triad, the Bj, major triad, and the C major 
triad So, you would solo over the C7 with the F major tnad. ihe B[, 
major triad, und the C major triad Soloing with diatonic triads could 
be viewed as a type of modal tntertluinge, because you’re actually 
superimposing different triadic scales over the target chord The target 
chords for tlic.se examples have been Cmaj7 and C7 


IMPORTANT 


If this is your first soloing experience with diatonic 
major triads, it’s worthwhile playing a specific sequence and/or 
arpeggio with all three notes found in one triad before moving on to the 
next tnad. And, when you get to the next triad, repeat the same 
sequence. This type of sequence repetition over a few triads is the 
trademark sound of diatonic triad soloing. As an alternative, random 
note selection soloing will make your mads sound musical and soulful 
Soloing with diatonic major triads is an incredible system to use when 
you don’t w ant to sound scalc-orienled I personally feel that diatonic 
triad soloing can be classified as state-of-the-art soloing perfection 1 


Homework/Chapter 40 assignment 

r ONE Write an 

original song using diatonic major triads while plaj mg over one chord 
Next, repeal this song and change the chord s function and Roman 
numeral to fit a different harmonized scale. 

ASSIGNMENT TWO.. 1 3ong-of-the-WeekGo fur the latest Mike 
Stem or Larry Carlton CD if you're into diatonic triad soloing 

ASSIGNMENT THREE . * Outside “help” is required to reinforce all 
chapters found in this level! It's crucial to thoroughly understand 
everything found in Radical Rules before muxing-on to your next 
musical plateau 

THE BOTTOM LINE,- Triads sound a little like fusion or jazz due to 
their sophisticated structure. With proper phrasing, they can function 
equally well in all styles of music. Diatonic major triad soloing is a 
non-scale-oriemed soloing system due to its chord tone structure 

After seeing your favorite musician on stage performing one 
devastating solo after another, you can sometimes become so frustrated 
with your own playing that you actually give-up and stop with the 
guitar. Musicians who compete for whatever reason generally find 
themselves in last place Mother Nature dictates that all people are 
unique individuals. Once yon are able to realize and accept your own 
Individuality, the fear of how do l compare with the competition ? 
begins to disappear- You will then begin to build the freedom required 
try develop your own personalized trademark style and sound 

It's time to ''connect’* with your musical destiny and accept the 
responsibility for your iuture. If your dreams and desires are genuine 
they will provide the strength required to persevere and complete the 
hard work necessary to reach your maximum personal level of 
musicianship 

YOU CAN DO IT! 
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Ch 

ords 

Symbol 

Formula 

Description 

C 

1 -3-5 

C major triad 

Cm 

143-5 

C minor triad 

Caug 

1-3-#5 

C major triad with a sharp five 

Cdim 

14345 

C minor triad with a Hat live 

C2 

I -2-5 

C triad with a nine and no third 

Csus2 

1 -2-5 

C mad with a nine and no third 

Csus4 

1-4-5 

C triad with an eleven and no third 

C5 

1-5 

t triad w ithout the third (C power chord) 

; C6 

1-3-5-6 

C major triad with a sixth (C major 6) 

Cm6 

143-5-6 

C minor triad with a sixth (C minor 6) 

C 6/9 

1-3-5-6-9 C major triad with a sixth and a ninth (C major 6 add 9) 

Cm 6/9 

143-5-6-9 C minor triad w tth a sixth and a ninth (C minor 6 add 9) 

Cmaj7 

I-3-5-7 

C major seventh 

Cm7 

143-547 

C minor seventh 

Cm (maj7) 

1-[>3-5-7 

C minor triad with a seventh 

Caug7 

1-34547 

C augmented seventh 

Cdim7 

1434541)7 

C diminished seventh 

Cmaj7 1)5 

1-345-7 

C major seventh with a flat five 

Cm7 (1)5) 

1434547 

C minor seventh with a flat five 

C7 

1-3-547 

C dominant seventh 

€7 tS 

1-34547 

C dominant seventh with a flat five 

C7#5 

1-3-1547 

C dominant seventh with a sharp live 

Cl 1,9 

1-3-54749 

C dominant seventh with a flat nine 

Cl *9 

1-3-54749 

C dominant seventh with a sharp nine 

C7sus4 

1-4-547 

C dominant seventh with an eleventh and no third 

Cmaj9 

1-3-5-7-9 

C major seventh with a ninth 

Cm9 

143-547-9 

C minor seventh with a ninth 

C add 9 

1-3-5-9 

C major triad with a ninth 

Cm add 9 

143-5-9 

C minor triad with a ninth 

C9 

1-3-547-9 

C dominant seventh w ith a ninth 

Cmaj 11 

1-3-5-7-11 

C major seventh with an eleventh 

Cm 11 

143-547-11 

C minor seventh with an eleventh 

Cll 

1-3-547-11 

C dominant seventh with an eleventh 

Cmaj 13 

1-3-5-7-I3 

C major seventh with a thirteenth 

Cml3 

143-547-13 

C minor seventh with a thirteenth 

Cl 3 

1-3-547-13 

C dominant seventh with a thirteenth 



r 


- 




j 

\ 


Name 

Major 

Major Pentatonic 
Minor Pentatonic 
Blues Scale 

Major Pentatonic (with blue note) 
L A Major Pentatonic 
L.A. Minor Pentatonic 
Ionian 
Dorian 
Phrygian 
Lydian 
Mixolydtan 
Aeolian 
Locrian 

Augmented (whole-tone scale) 
Harmonic Minor 
Harmonic Minor Pentatonic 
Melodic Minor 
Melodic Minor Pentatonic 
Diminished 
Diminished Pentatonic 
Hun ganan Minor i gypsy minor) 
Hungarian Minor Pentatonic 
Japanese Minor Pentatonic 
Japanese Major Pentatonic 


\ 


Formula 

I -3-5 
I-2-3-5-6 
143.4.547 

143-445-547 

I -243-3-5-6 
1-2-3-5-647 
14243-4-547 
1-2-3-4-5-6-7 
1-243-4-5-647 
M, 243-4-5 4647 

! -2-3-|4-5-6-7 
1-2-3-4-5-647 
1-243-4-54647 
14243-4454647 
l-2-3-|4-jf5-|6 
1-243-4-546-7 
1 43-4-5-7 
1-243*4-5-6-7 
143.4.5.7 

1 -243-4-|»5-i)6-6-7 
1 43-445-7 
1 -24344-546-7 
i 43-#4-5-7 
1-243-546 
i-3-4-6-7 
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speed-pick! 

Radically improve your speed 
and accuracy with the "secret 
weapon "of the pros) 

Details below... 


H C J.S619 


4.699 Cfr 

Question: What do Vernon Reid [Living Color). Paul Hanson 
(Back to the Future, the motion picture and G I.T rock dept 
head) and Stuart Christopher Wittrock (Radical Rules) have in 
common 1 

Answer: They all use the same speed-pick! 

Cut-out the coupon below, tell us in 25 words or less what you 
like or dislike about our book, include a self-addressed stamped 
envelope, and we'll send you a speed-pick absolutely FREE! 

Don't worry, if you lose your speed-pick, they're available by 
special order thru your favonte music shop. 

Sorry. photo copies will not be accepted 

mail to 

witt ROCK 

dept speed-pick 
P O. Box 4101 
Cincinnati, OH 45204-0101 


J/TKlvr myIfree speed-pick!] 

* Here's my name, self-addressed stamped envelope & 25 words or (ess 

| name_______ 

| instrument _______ 

1 25 words or less, what do you like/dislike about our book 




I 




Proof of Purchase* 

4 3 


0 l 040195 u i 

bmil one per this coupon Photo copies not accepted Limited lime offor 


i 


fienufne Radical Rules* 







Show the planet you’re serious about your music with 
screamin’ Radical Rules WORLD GEAR m l 

■ ultra-dark blueish-grey heavyweight 100% cotton* 

■ acid washed for a bitchin' pre-washed look* 

■ designed to fade with attitude * 

■ available in oversized Adult XL* 

■ simple puff-print black logo & slogan on left chest* 

■ oversized puff-print logo, slogan, & guitar/hand on back* 

■ only $18 each 

’dtragna tmd colors subject to change w/o nobca 


T-SHIRT ORDER FORM 

(photo copies of this form accepted for t-shin orders) 


Ordered by: 

Name _ 
Address 


040195 


3 1 


City, State, Zip 


Apt# 


Ship To (if different): 

Name 


Address 


City, State, Zip 


Apt# 


Item Description 

Radical Rules/World Gcar ,u T-Shirt 




Price Each 

SI 8.00 




Total Price 


Form of Payment: 

□ Personal Check □ Money Order 


Ohio shipping address add 6% sales tax 

Standard Shipping Charge 

TOTAL 


$4.00 


make check payable to: witt ROCK 

mail T-SHIRT ORDER FORM and check to witt R OCK , dept, t-shirt, P O. Box 4101. Cincinnati. OH 45204-0101 
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t & easy, step-by-step combinations of text, 

: notation, tabiature, and fretboard diagrams 1 

1 

lew ^brid™ concepts will painlessly super- 
2 professional-grade harmony, theory and guitar 
ihnique into your brain and fingertips 3 times 
ster so you can become the best possible 

lusician/songwriter you can be 

- 

■ seen in Guitar World®, Guitar School®, Guitar 
Player®, and Guitar for the Practicing Musician® 

i ■ you’ll power-crush the local guys and gals w 
| “secret" songwriting techniques and soloing 
ft systems used in the styles of the Beatles, 

A Bettencourt, Buck, Cobain, Sheryl Crow, 
ft, Diamond Darrell, Gambale. Gossard, Hamm 


Stuart Christopher Wittrock is an internationally acclaimed 

lusiciart. The guitar being his primary instrument, he has expanded 
is music arsenal to include the Chapman Stick® and Macintosh®- 
tsed sequencing for music composition and performance. 

Regarded as a visionary and considered an ace-arranger, with i 
?ifts including touring and studio work in addition to writing, A 
rimming and producing music for television, Stuart has had the -m 
ad fortune to study under Paul Hanson (Back to the Future, the A 
hon picture), Les Wise (Stevie Wonder ), : if 


ems and comfort-zone. The 1 
dy discovered knowledge was 1 
ing difficulties transferring 1 
m my control center (brain) 
i to my fingertips. It was really 
aoky! Here 1 was, a carbon- 
sed life form (from planet Earth) 
ilh gear for maximum sonic 
pact, unable to squeeze the new 
fo into my playing. Even while 
tending one of those high-tech 


I Frank Gambale, Mike Stem, 

I Joe Diorio, Johnny Smith. 

| Chet Atkins and others. ■ 

I; _ As a pioneer in musical 
ff instrument education and I 

I comprehension, Stuart lived in 
the heart of Europe (Vienna. 1 

Austria) for several years fine- 1 
tuning his musical knowledge » 

and ahiliiies. While in Vienna. ^^^ASA 

he studied at the prestigious tj* 

American Institute of Music " j 

1 A.I.M.), a professional music 
school based on tile intensive 
G.l.T.-siylc educational process. wA 

It was during this time Radical W 

? ides was devet oped. . 

If you’re out for total victory in 
ie Music Wars, your search is over. 
ailing somewhere between art and 
:ience, Stuart has discovered the nutate formula 


tar schools, I quickly discovered ■ 
l the students were only hrain- 
rning -they were just not able to V 
asfer the fresh ly-leamed 1 

owledge to their fingertips. So, at 1 
: end of one year, most of the 
idents left the school with loads of 
gh-powered knowledge, but unable 
perform with their instruments. As 
iu could imagine, lots of dreams were 


loey, Hendrix, Indigo Girls, Keaggy, Kotzer 
<ravitz, Madonna, McCready, Mustaine, th 
musician formerly known as Prince, Reid, 


Sheehan, Slash, S.R.Vaughan, Sting ; 


thing was needed to.., 

I) Break-away from already pre- 
med patterns without relearning 
ay thing on the guitar from scratch, 

;ory/harmony/guitar technique 


9 '780877' 1 8001 2 

ISBN 0 ' A771 A 


ABOUT RAMCAI. BULKS 


BiiM lJ 
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gUliiatiTTiiT 


« 

le in 26 countri 

\\ 

es since 1991 
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